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This thesis“deals with an examination of. different forces which have had

both a positive and a negative effect on the evolution of my art. It is based
e N

on my experience, on my seeing and my understanding of these forces.

1

In the first part I.present a description of my personal development as

-

a painter It is an attempt to grasp my roots, to grasp the significance that -~

o

‘'different experiences had on my personal growth. I describe my first visual

"impressions in childhood, my first attempts to paint the dilemna between my

inner needs and the outher requirements imposed by school systems and society,

the absurdity of political justification; the origins of visual expression" of .

content, of meaning; ,the psychological implication of immigration, the cbn-

»

. . v .
stant .conflict between myself and the institutions, between qaewerules a}\d
creativity, and the connection between athletic traim.ng and painting.

In the second part I examine’ Jackson Pollock's painting " Autumn Rhytﬂn"

.
Y

and his philosophy of art. - .
The third part. deals with important turning points during my studies

becoming acquainted with the use of Willpower by shanlnans and sorcerers, and

i

discovering the unconscious as presented by alchemy and ESP research I also

describe my discovery of the unconscious through reading of ‘Freud and Jung
[ . 2

- . ;

and its implications for my work. In the end I investigate the problems of",

persona.lity as seen by Jung, and the theory of human motivation“of Maslow

" with his special emphasis on self-actualization and "f peak experiences." ‘

' In the conclusion 1 examine cultural implications i conflict with
creativity in different cultural settings, the functioning oi‘ cultural change

fo

as a driving force in creativity and the role of unconscious.
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' ! Running as Seen Through the Eyes
. . ' . ' of a Painter -
e ' This /thesis is autobiographical in nature. It tellg,the story of my

-

able to draw on nw own experience, and difficult becauss to survey one'

own.life objectively is a very hard thing to do, A lot of reading had to

Writings of psychologists, anthropologlsts, and philosophers helped me gain
/ insight’ into ‘the workings of crestive minds , but perhaps the most .illuminat-

ing accounts came from the artists t.hemselves,.

becoming an artist, a task'at once easy and difficult; e‘as:V becauge I was

v - * be done to “enable me to tryfto understand who I am and why I am that way

. . T What I am offering to the reader on the following pages is an attempt

2
#

meﬁw%anwer to.the riddle, which every creative per-

;~~\ e sonality is. Culture is just one of many facts of life that has to do h’lth

RN

v - can artist's growth, with his becommg

. I was born and raised in Czechoslovakia, in a small town, Muténice,

which.is a center of a wine growing region bordering with south-western

 Slovakia, and is for that reason called "Slovdcko." It is a region where -

>

Y T © AUt b e s . -
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the two Czechoslovakian languages blend, where spirited gipsy tunes make
* a great part of folk music and where rich folk omamentﬁi\iarﬁemgpces many

r : products, of material culture. The people in Soythern Moravia preserved and

to describe how culture may both he'lp an artist to’ grow or to stii‘le his

» )

-

.
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gle"velois,ed ancient oultu;el heritage, and the esthetic effect of its values

reached incomparable heights.

BRS¢ grew up in a small house whose walls had to be whitewashed every

-

. year or two to do away with the effects of a wood and coal buming stove

-

that was used for cooklng and heating. Thie was my mother's work and she
®

not - only white-washed the walls but with the help of a special roller,

covered them with colored patt.ern, as was the custom in that region.

She had a great love for colors and would do more than was necessary‘.'

- Above the lines drawn on all four 'walls about & foot fram'the’ oeiiing, she

would paint bright floral patterns that {were of a greater scale than the
overall pattern covering the walls, They would stand out nicels; against the
.white background. The colqre never clashed, my moéther had a natural feeling
. for color value and color hue, And I have to add that the floor was made
s oi:~ tiles of the color of red burnt bricks. The.whbtle place breathed with
" the sp‘irit of the region, renown foz." its brightness of color. -
. " And thik 'w'as‘ not my onlfr encountexl with colors thét,hau; a great e'ffect
on mé as a child I remember the religious festivities, when young and old
)v__uld dress up in their national garb of bright color de31gns on white
. cotton or, muslin, Add to it the fresh green of the large church garden ‘where
people would gather for a little talk after the mass or merely to show off
a new piece of clothing they themselves had embroidered.. Picture it all
bathed in a bright sunshine of a summer aftrnoon when ‘the sky is high and
azure blue and you have got an image l‘ull of life and joy. Once, as a child, .
I got literaliy sick on such an occasion; thet is', my eyes hurt from all
) that brightness. , o -
+ In my native town lived a realist painter who painted -outdoors. He
‘rwas always surrounded by a gromp of kids from the viecinity who watched

a .
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in ewe how the white canvas was ngadual}y transformed into a picturs. \,,
I used to spend hours at ; tiﬁe~ uatching the scene. in front of me ,i‘

appear in duplicate on the canvas. It was like watching a magic show whore

one was shown all the tricks in slow motion. By the time .I reached Grade

Five , I was determined to painp by myself. I reasoned that if”he could

- paint what he saw in front of him, I should be able to do the same.

My savings were enough to buy me a set of tempera colors and a few
small canvases stretched on cardboard. Then I set out to paimt. I still
remember ny frustrations at the beginning; p;inting was not as easy as it

‘seemed while watching scmebody else doing it. I was never satisfied with
‘m:v own pictures, they ﬁe_ver._seemed to look quite like the real thing.
However, I did not ‘give up, I |lceph at it 'a.nd made a number of paintings.
\About a yean later, a‘ friend of my father was visiting us and I ?

v . ‘

showed him my‘ creations. I do not think he found them so impre:si‘ve but

3

p

rather wanted to encourage me to continue and he gave me a one hundred
_crown bill to buy myself more materials for painting. Of course I knew
right away haw to speqd it ard in a, few days I was pedaling to Brno City,

a 60 kilometre distance, to buy myself oil colors Just like real painters

' have, My cousin, living in that city, helped me to fggose the merchandise.

He éenerously dipped into his own pocket so that I would not have.to re-
Jturn sdbe of the goods that I rather greedily cl%ched in my hands. It was
also his money that paid for the train ticket back home because I was 80
exhausted I could not use my biks. )

From then on I worked very hard, I learned how to make geaso, how te
st;'e‘tch a canva.s; and many a Vda.y I could b€ seen outdoors painting.‘: People -
who .passed by would stop and taik tome, and I leax;xjed that ea.cp of them"

saw things differently. These were my first encounters with criticism,

’
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These c’lifferd}g views helped me to feel free to manipulate objects scmewhat,

to put them in Pla.ces whare, I felt, they fit.be’tter rather than where they
were in reality. C ‘ ~. /

. As the months argd’.y'ea{"s went by, my interoét in art grew. In the near-
est city, Hodon{n, close to the railway stat.ioxi, was 4 gallery, the.first
one. I went to visid as a young boy. It harbore a pe;;anent exhibition of
paintings by an impressionist painter JoZa ij whose colors were so ty-
pleal of that region. I fell .in love with that place and every time I went
to Hodénin I would make ancther round of the gallery. -

The waiting room was a somber place with wooden walls and black wooden
floor anci one would not want to stay inside'if it were not for the few
pa.infings decorating the walls. One of them I és;)ecially loved, "Early Morn-
ing in the Woods" by Julius MaFék, a 19th Iceritury Czech romantic painter.

It spoke to me in a special way, .for many-a-time I rode, through tile
woods with my father early in the morning when the sun was Jjust rising and
the dew glistened on the leaves and in the grase.‘ ‘;' -

A few times I tried to paint from memory a similar plcture, not sgimmgr,
but early autumn. The sun's rays, no longer warm, were 'rinding their way
through a shrowd of fog, and the darkened gfeen, w:‘.lth the dark color of the
soll seemed eternally damp. The pregnant restfulness of summer gave way to
a melancholic feeling, which, as a teenager, touched me most deeply.

1 I think part of the reason I was not successful in capturing this
gloamy side of autwm in spite of its appeal to me, was my tendency to use
bright colo‘rsq. I was too much a son of my mother, tco much a son of my
culture, 4

I remember being much more successful with my pictures of vineyards,

which, in autwm turn into a mixture of red, bright yellow, and darkened

o e e e,
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green against the ochre color of the soil. I have to confess, however, that
sometimes my brushes lay idle t;écause I was overexcited by all that color
:md1 light, (the vineyards are growing on the southern slopes— of hills so as

to be exposed to the sun for the better part of d\ay). All T could do was to

wa.'Lk around and just enjoy the spectacle like an intoxicated man who is con-

tent to be and has no desire to do anything.

)

. When I reached the age of fifteen, I went to study at the School of
Industxl-fgal Arts (it was a school of Applied Arts--a type of Bauhaus) for
four years. We studied drawing, painting, and hand lettering.'We also
attended metal, paper, and wood workshopé. The last tw9 years the studies
were more geared to our specialization a;'xd subjects suc‘h as  Professional
Design, Window Dressing, Display, Technology ot; Materials, and Photogravhy
were added. ‘ ,

Education is a tool that is used by the government to -spread and to
foster its ideoloéy and so both the subject matter and the teaching methods
serve this same purposé. Since the socialist ideals are ideals of distant'
future and do not offer instant gratification, the socialist system needs
to bring up people who would popularize these ideals--people capable of
thinking of the good (;f others before themselves, seryants of socialism.
Individualism is considered a sin. Creative people who are by ﬁéture rebels
against an established order are not desirable.

The first two years of the four-year program were eape‘cially difficult.

One and only one way of seeing and thinking was almost entirely

. controlled from the outside, manipulated by the teachers who had no other

choice but to teach what the curriculum, set forth by thg’ government, re-~
” .
guired. No room was allowed for freedom to experiment, create, imagine.

I remember drawing the same thing over and ‘over again for a full half ~

T b I s 3 g e T
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: raith;'ﬁllneaa to reality is a quality superior to any other.

/ a year. We were slowly being convipced s through hours of drill, ‘(;.hat

1

Some students soon became experts in the real;lstic method of drawing
and painting. I used to be constantly reminded of fantasizing too much and
was eternally beginning a-fresh. What I learned above all was to iioubt ny
own Judgment .

\Losa of self-confidence was a general phenomenon and it became aprarent
during the second part of the program. Twice a year we were then a;aigned
an independent project in all.our studio-classes to evaluate the past-

’ [
semester. Except for a few suggestions of themes, that we could but were not

obliged to use, we were given no other specifications. Those same studen't.s

who excelled in regular drawing and painting classes were completely

helpless in front of such a task, so used were they to merely following

Anstructions or. .copying from reality.

Thlee assignments were a wélcane opportunity for me to give a free
reign to my fantaaizing‘ for which I had been constanly chastized. Luckily
they were judiged by a special committee to whom the author remained
anonymous and so there was no room for prejudice.

Socialist Realism was the only style we were exposed to. Anything else
we were shown was carefully chosen to somehow fit the definition of this
stﬁe. The wc'zrd socialist describes the content of such an art. Soclalist
reality is not necessarily what is true; it has more to do with ideal fu~
ture. The subject matter of Socialist Realism is "workers," ‘preferabl.y with
happy, smiling faces, since, supposedly, in socialism work is & source of "
Joy and happiness. I suspect a lot of optimism in pictures is pe;zded to com-
pensate for the dreary reality and sustain hope for better times to come.

S,gcialis't. Realism was also stressed in our Art History classes. In-

R R A oL TR e
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masses.
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derth study of J,gdiv;.dual pén_ntings was Qut of the question. Many-a-time
there wés nothing profound about paintings -depicting battlefields, communist
meetings, or leaders such as Lenin, Stal:;n R Marx’, etc. A lot of it was
kitch——a gimmicky kind of art, such as the Nazis used to use in Hitler's
time Yor propaganda purposes because it was easily understood by large

\

‘ Besides Socialist Realism, art of the distant past and the Middle

" Ages was' stressed; the recent pést was studied les3. Russiah realist .

‘artists such as Repin, Shishkin, etc. were pointed out but their art was

‘'superficially understood.

‘Our Art History classes ended with the Impressionists. The word "ex-
pressionism” was avoided. To describe, for example, Vincent Van Gogh's ‘
paintings, the words "special.kind of Impressionism" were used.

. N
Our_ books o_ffered a very super_i;icial overview of art through history.

It seems the only criterion for selection was the content of the pictures,
0N

Realist  dipictions of landacapes, pictures with themes taken out.( life

of -poor, pictures in some way critical of the ruler, all of these werow.

describeé in superlatives while the attitude towards religious art was

_ condescending.

Contemporary mocdern art was denounc¢ed as decadent, mainly because it

“was agsociated with the West..Some names were mentioned but that was as i‘ar

as the bock would go. For example, Picasso was mentioned for his Guernica

and his picture of 'a white dove--symbol of peace. Otherwise contemporary
- ¥ '
art was considered art for ‘art's sake, art addressed to a chosen few who

1

| could understand it, rather than the masses. And that was reason enough for

-

not studying it.

I particularly remember Vassily Kandinsky wham our lecturer _diim:gssed

.

>
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R ‘ as an eccentric for his attempt to associate colors with sound. I could
not get this idea out of my head, and wanting to find out more atout such

. an interestlng"theory, I went to the library to lock him up.

My search did not bring much fruit; all I could find were a few colored T
reproductiqg; 8f his work. These were better than the black and white ones

we were shown at school but they did not bring me any closer to understand-

e

ing how color and sound work. Nevertheless, I enjoyed his coiors.

Only a little more than a year later I had an experience whlch I ; ) - i

think, was very valuable in helping me understand Kandinsky s_ ideas when

I got to read them years later. Every c}ty, town, and village in Czechoslo-'

vakia has loudspeakers which,are uﬁ?d to broadcast local news and sometimes
. c . pusic. In my town, classical music was often broadcast for several‘houfs. | !

I especially'liked to hear it when I painted outdoors. Unce I was thus work-

‘e

*  ing'outside while music was being played. I do not remember what it was, i

probab;? one of my.favourites: a pipce‘by Handel, or Mogart, or a piece of ]

-Baroque music. - ’ . i
. R The mﬁsic'sounded distortgd-an€°fpr away. 1£ felt as if it were part
_ of nature-——like thé Qind that somqyimes played gently with my hair or fought
‘for-possession o} my canvas at‘oghe?~time§. It helped to put me in a special
. state of mind when I no idnger felt 3s ah outsid?r. There waS»a,fgeling ' i
T of‘immediacy, I and my palette merged with the lanascape. I saw colors as 'é
:}I had never seen them before; they were inseparable, all blended together,
N It was not Just a dark brown trunk of a tree but also ochre w1th a blt‘g% "
the blue of ‘the sky, orange and red of the sun. ‘Even green was not a complegg;f’//}glf‘
'ly 1d§§l color; it was cool bluish and P&rple green'mixedfaith dark earthy 2
colors which I always liked for their ﬁodestyu I had great difficulty mixing :

/ it. And there was alsq the radiant white of lime painted houses mixed with

. i )
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hundx“eds of hues of red of ;;heii,tilted r‘dofs, |
* It was an experience no classroom or studio can ever offer. Nature .
t;ught Pme more about colors thg‘n sch;:ol had done. :Nhaﬁ the weather or_sea-

sons changed, it was as if Nature was bidding me to change.and/ experiment

with her.

3

o+ Up till now I have been sayifig a lob of negative things about my high

-

”~a

£

achool years, However, I think any experience in life is worth having,
llthough our art exrerience was limited by our being exposed "r:o a realistic
style of painting only, it was, nevertheless, some basis to build-on. And
the great workload“ﬁith ‘its. re.petitious characteré taught ;lxe discipline,
a quality indispensable to an artist. ’

I had alivays felt I was not told enough. I kept wondering about Kan-
dinsky and others whose pictures I was ‘shown in the classes or loocked up
in the l4prary, and I wished T could understand' thea. How much faster could
an individual grow if he were not caught up in a system! But these things
cannot be helped; they are a fact of life. And a 1ot depends on the sﬁrength
of the indlvidua.l and his abmty to move beyond his own culture to free
himself from its constricting clutches.

School is there mainly to prepare on? to function in a given society.

The spiritual grovth of a person is just its minor role, a lot of growing

‘e

ETTE Ao DR o 1%, OB A

has to be done on one's own. Aﬁd that is true in any culture, any society.
Some time soon after I fingi.shed school, I went to visit galleries in

Prague, the capital city. And it was not only the paintings I saw there that

made a deep :meress:.on on me, Pfrague itself is a Jewel: it is a synthes:.s

of natural bea.uty and human cree.tivity On every yard of its terrain

chiseled for thousands of years, the eroiion of Moldau's waters, one can

find a building of great architectural value. Centuries old buildings in

.
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Romanesque, Gothic, Renaissance, and Baroguwe styles inspire reverence and
play on imagination.
P;ague's galle;ies taught me a lesson in Af%.History thét was more
powerful than any lessqn I had heard at scho?l. It-was ag if Art History
# came to life, énd life is so much richer thah\any reproduction. I $till re-
~ member the works of a Gothic painter’s Vyfebrodsky biblical landscapes,
Rembrandt's ™Woman Scaling Gold," and others. ;\\“

In the gallery of Modern Art I saw French Impresslonlsts Pissaro,
Monet, Lautrec, Gauguin, SomebodJ said to me that if I saw Van Gogh's paint—
ings. once, they would change my life, There must be some truth in this
statement. I think I gpent more time in front of his paintings téan anybody
else's, studying his colors, his style~ Even Cézanne's paintings, about
whdse importance in the ﬁistory of ‘art I knew a little; did not maie quite
as powerful an_impression on me. I would probaﬁl& have been more appreciative
if I knew then where his importance lie. . .

Hundreds .of paintings communicated -to me then th;t there is more to
.painting than simple craftsmanship, ﬁhat, in fact, craftsmanship might not
be important at all. For a long time I could not qulte put my finger on
what I had learned but ever& time I remembered oy vislt to Prague, I felt
a strong desire to go and to search. What was I to search for? Today I know

L Y . ~
it is something inside me that is unique, something unrepeatable .that gives

11:& to pictures. ‘ . h

I'served.part of my term in the military army some 25 miles from Prague,
‘and this enabled me to‘repeat my visits to that city. I would then go ard
see either a ﬁlay, aNmovie, or visit same gallerieé.

Prague exﬁeriences helped me to free myself from the constricting

effects of“my owen‘education and this could soon be felt in my paihtings.

s
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I had yer®% little time to paint then. Often I passed by a.certajn place se-

veral times imagining what it would look like on the canvas. Only much later

w

I éctually did get time enough to go and paint. And when I did, it - was as

if painting from memory rather than reality, for in my mind I rehearsed the

4

1
picture many times. My preparations were usually frantic, I quickly squeezed

FEUGRUUT AP

. colors ottt of the tubes as if afraid this aétivity might distract me and

I would forget the pigture in my«%;hd. Then, 'in a few minutes, I would set
\ ¢ ! -~

e emsc s =

up a basic composition but, as-the painting orogressed, I would hardly
look at the 1aqucape.'I did not need to; the landscape was my sdurce of
inspiration rather than information. The canvas became the only reality.
. This was a very important psychological breakthrough for me. Since ;
then I‘have no longer been afraid té ignore reality aﬁd concentrate on the

\
canvas. I still worked outdoors but I greatly departed fram reality, \

2 It was not until the late sixties that I had a chance to see a retro-

~

i
. i
especially in the way I used. colors. ‘ i

‘;becgive show of a Czech Impressionist painter, Antonin SlaviZek. His paint- %
ings(spoke“to me in a familiar language: their zpiritual quality was so
ﬂ;?icali;‘Czééh. His painting "U nés v Kameni&kdch™ still‘stands out 'in my
memory as fresh as if I only saw it yesterday. Although it was Just a sceﬁe

- from the Czech countryside, it commnicated far more than that; the garden-

like ornamental quality of his colors suggested the atﬁosphere of Czech
folk festivities with their dance and husic and ;ational garbs,
Around the .same time I also saw an exhibition of works by Frantidek S
. Kupka, a Czech modern artist. Throughout the commnist regime, the Czech
public héa not been exposed to his or any such modein art and so many were

quite shocked. Mine was the same reaétion, I could recognize but very few

) elements of reality. In spite of that, I liked his works: in mdny of them

[
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I could feel the spiritq9l presence of nature. For a long time after the

J

show, my mind was still preoccupied with it. It had been such an unusual

‘

artistic expression.

Then came the Prague Spring of l9€>8. This, ’3&“‘&‘ designates only a cer-

tain culmination of a process that started, in fact, much earlier and last-

b e =

ed until the end of summer of the same year. It was a period notable for
its freedom of expression. Books by authors such as Solzhenitsyn, Kafka,

Maaaryk,1and others, till then fbrbiddén, were published. Theatre crograms

o s e v

,weﬁe énriched with new plays, and newspapers made the public aware of the

existihg problems of our economic and social life. Injustices commited by the

) et s 8 e s

Communist Party were brought to light, especially those of the Stalinist
. era, in the early fifties. In cinema, the New Wave movies drew largé éfoﬁda
to the movie houses and quickly estabi%shed a reput{pion for Czech cine-
Qatograﬁhy in the West. Every facet of our cultural life was marked by o
frantic activity as if the whole nation sensed that this releahe of creative

energies would not be long lived.

In the eafiy hours of August 21, 1968, Russian tanks rolled into the

country to "normalize the situation," as it was explained to the nation.

o maeeaa 4 W3R

It sounded very cynical indeed. However, we remained optimistic, hoping

this was a misunderstanding that would soon be cleared out. But little by

little, we came to understand that our all-powerful brotherly.nation wished
us to go back to the old times.

This was a very hard thing to accept for a.young man as I was then--
a young man who ».only just tasted freedom and craved for ' more. Many people
gstayed in the Weff and their numbers grew each day. & decided to-do the

same, to leave for Canada.
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With that decision firmiy established, I boarded a Sporis tourist bus
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, the following summer to go to visit Hungary, Yugoslavia, and Italy., It was

o my firgt trip abroad and I found it very exciting. I knew if I should re-
turn to Czechoslovakia, I would hardly have much chance to travel agein. .
So, whén we finished touring the first Italian city, Venice , without hesi-
tation I parted from the group and hitcphiked to Florence.
When I passed through its narrow stre‘ets, they were almost deserted,

.o g )
only the imposing medieval mansions bore silent withess of its once buzzing

life. Like other tou;'ista s I also hastened to escape the glare of semi-tro-
" pical sun and meditate in the(cooiness of a gallery over \Botticelli's
"Birth of Venus," a sample of perfection, or over Michaelangellofs statues
in Academia di Belle Arti. Although for the most part unginished, they, i
, nevertheless, let the viewer anticipate that it waas a master's hand that
_chiseled them, a hand that could divine the figures inside a block of marble
. with absolute -precision.. ' | " &
" The élimax of my visual experience came when I.visited the ?istine

Chapel in the Vatican. I marveled over the amount of work that was done

/
within a few years, while contemplating the hundreds of figures on~~thg\/

« e e

walls and ceiling. It was a rare spectacle.

-~ N ’
- Time did not run out but money did and so, I had to proceed with the
next stage of my life in exile. In Rome I applied for and was granted

asylum. With hundreds of other refugees I found a temporary home in Latina,

about 80 km south-west of Rome, The spiritual nourishment I received in
Jtaly's galleries was fu/rther enriched through my wanderings around the
Italian countryside. The aura of history, felt everywhere, put me al ease

for it reminded me of my home, Its picturesque 'quality appealed to me as

R e 1 e O Al R it g 7 S K

an artist. I would often sit down to sketch or paint in/watercolors, a land-.

scape with a narrow win&ing road, a romnésque'city crguching on top of




. jmyself at Dorval, Montreal, (temperature =15C). .
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a hill as if trying to hatch so‘n{e centurz:s old secret; or.just—a—few olive -

trees on a hill-side, whose crooked trunks #ooked like bodies of old men
b;nt‘ with age. My last Italian painting was a landscape with orange trees
near Naples. And only two days after I tasted some of these fruits, I found
From the sarmth of Ttaly to the cold of Canada; this was true not only
in phyl‘ ical terms but emotional as well, Even after 12 years, C‘anada still
feels cold to me. e o / . o
Everything in this new country felt atz"a.nge./and distant. People I met
in the .sr'\ow-covered streets hurried silently{ by, or if they talked, it was
in low voices wit}lout gesticulation, and I did not understand/a word. The ‘
streets, too,seemed without pergonality, no special landmarks to distinguish
them from each other. It was difficult for me to orient nyself. ®
The first 18 months in Canadh I lived in Ottawa, whe;-e I attended an
English course and later found work in disg'alay in a downtown department

store. My growing vocabulary did not Help me to feel more at ease in the '
. \

" new country. If arythihg, I became more confused. It was like living in

a greenhouse with the real life outside of it. The longer I st;ayed s .the
more e;ignatic this new country locked.

My work was not a source of much comfort to me either. It had all ‘the
char;;cteriatiés of an assembly line, where speed and effectiveness are the

two major factors. Nobody asked us for a suggestion or an opinioh, and no-

body would venture one on his own so as not to offend the boss. We were

there merely to execute somebody else's idea. I have rarely seen any en=-

/
Joyment over a finished job. People worked without interest, mechanically, *

fast. Often they would not even manage a simple 'hello" in the morning as

they headed straight for the job.
g x

» —

N AR ARIAMAIG s et o st BRI 36 ey s A

.
1
" b o o S ot e e 3 s A i o1 £ e At

N A e vummeos b Y

i g Bl




In Czechoslovakia I worked in display as well and I must say, compared
toxﬁorth Ameracen, it is a highly individual and creative Job The 1deas
and their-execution were entirely mine.

The East-EuFopean cmftqmn has quite a different attitudg-toward fils
job, On his coming he looks around the shop, as if getting himself mentally
ready for a new‘day, exchangee a few words with eis fellow workers,‘an%
only then settles slowly down to work. He works at a slower pace, -often
stopping and £hinking. He is willing to put in extra time in order Eo have
the work done the way he likes. - B

When, after some time, I found out that it was relatively easy to study
in Canada, I~ geve it a lot of thought. There agai;l seemed to exist the .
alluring idea.of freedam; one could choose the area of concentration and

§

even the individual courses, Here an opportunity presented itself to study
il

\' Fine Arts, a thing I always wanted to do. ‘.
The promise that univers}ty studies held .for me outweighed losses
incured by Yeaving my Job. I had nothing to lose but money. And within
a few months, I did become a student at Sir Geerge Williams University, -
Montreal. '
Things, hawever, did not go according to my expectations. The og%z‘
_course ih Fine Arts I got was Moving Pictures; I did not get the studio
course I had picked. It was a computer mietake but nothing could have been
done because all sections were already full. '
With an qncogfortable feeIieg that I was,manipulated again, I went\to
the University Hall Building. Sadly I walked through thelemety atﬁdioe
and gazed at the walls covered by streaks and drips of different colors.

The benchee, not less colorful than the walls, were strewn with easels,

Jars, and other things. "What a mess," I‘-seemed to have heard one of my

‘.
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former teacher's voice say. I smiled a little tf'iumphant smile. I 'never liked

the neatness into which he was constantly forcing me. This was a working'
place of people who were not afraid to drip, and smear, and splash.

The academic year was alx:eady two weeks in progress when I won the

3 .

battle with the authorities and was able to join a’ studio course. The stu-

dents were drawing from a model who was often-shifting:dnto new positions. e

Having been taught to draw slowly and carefully, to measure all proportions ,‘

I did not manage {o finish any of the pictures. It wad all very frustrating.

Next time the model remined in the same position thnoughout the class.

. I worked in oil and we were to include the surroundings 4s well. I was in

the middle of my ’frantic effort to finish all in time whén I heard the teach~ '

er say: '"fes but look, the model and the background are two different

things.” I- barely sensed from his further explanation what he meant, Only
after being shown slides of Cézanne, Gogh, Gauguin, Matisse, Braque, and
Picasso, later on, could I say that I understood somewhat what wasg. meant

[ 3

by the unity of a picture. ’ 3

4 had always been ygguely aware of the importance of every part of the

picture. When I sometimes shuffled things around on the canvas a little to

--—make a visually more interesting picture, or chosé a different color for

the same reason, that was due to my craving for unity.
Since this lesson I became obssessed with the canvas. I analyzed al-

most every brushstroke, thouéht about every color I was about to dip in.
\ )

Painting became a ve\ry slow and 'painful process for me, which left me mental-

1y and physically drained. My struggle for perfection resulted in pictures .

{

that ldoked very constructive, mechanical, without life.

These were the first signs of my inner confusion‘which répidly in-

creased as the year pro’gressed. I especially found late Modern Art hard to

o
»
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understand. For' the first time in my life I ileard of such innovative tech-
; niques as Jackson rollock'¥ drips. It took me a great deal of time to over-
come a notion tha‘b the only proper way to paint is with'a brush.
As I was contlnuously bombarded with new pleces of infomat:.on, I
arrived, practically at a stand-still in my own work. Figuratively was the
. only way I knew how to paint, but that made me feel behind the times. Al-

. most nobody painted that‘wa@? more; all the students around me worked

—« in hard edge or some other non-figurative style. The fact that they merely

imitated somebody else's work, without any,deep;:r mderstarﬁing, did not
make-me-feel any’better about my own work. "

Nobody seemed to understand what was happening to me (which was partly
because f did not know how to I?ai(e myself understood) and I, thgrefore,
could get no guidance. I kept hearing that an artist has to find his own
way; and slides showing developmental stages of different artists were
- shown to us. Of these, Monw most familiar to me. There I could see
(how he gradually simplified trees until his pictures became a mere play
of colors, lines, a:'ld space. His latest pictures reminded me of my work in
* d:'%s'play in Czechos_lovakia, when I used to make posters and graphic panels.
Although in Mondrign's work I found similarities with my own, I knew I could
not go his way. |

. I would merely end up doing what I had been doing till then. Painting
in a style would éive me a sense of direction but I would not Se entirely
comfortable with it Just as I was not with the realistic style for the
meticulousness it requires. But hcw does one go about finding one's own
way? I was left groping in a total darkness. My pictures became graduallyl
A'filled with chaotic iife; they were full of tensions and broken lines.

I decided.after some time that the best way might be to go back to

L e dars
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myself near a highway to paint a scene. This was mw first encounter
Canadian’ landscape, till then I had only known the city streets and the /
little apartments I had lived in.

My painting did not fare well then. I was more concerﬁed with how to '
get the ideas in my head Qn the canvas than trying to capture the vi;g;nal
quality of the landscape. My painting ended up looking like a“multiﬁude
of adJacent patches of color, a color exercise. Even a few additional hours
of work at home did not help to improve it. It ' remained a dry{ inpellectu—
al work. o ‘

In the spring of 1973, the Faculty of Fine Afts of Sir Go?ige Williams
University 6£ganized a trip to New York, the city in whose gaiieriea'so
many famous originals can be found. I was one of‘ihe travellers on the mid-
night bus. Most people fell asleep soon after we crossed the borders. but
- I was too excited about the prospect of .seeing the city whose population
.equals that of Czechoslovakia. I was soon to walk its streets, overcrowded
with pedestrians, hear the hubbub of traffic, be blinded by the glass-re-
‘flected light, see the &raffiti on the walls and in the subways, and
millions of lights breaking the night. /

The sun was just rising when the greyish skyline of Manhattan appeared
" in front of us. Whén we arrived, the streefs wefe still deserted but soon
the New Yorkers filled them with chaotic activityrduring the morning rush
hour. No m#tter‘where one looked, whéther in the streets teeming with life,
or at the glass-walled skyscrgpers on Avenue of the Americas, one felt
. dizzy, The tall buildipgs , billboards, and signs compsting with each other

r

in size were mesmerizing. .

LI
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There was no escaping from the larger-than-humen size of things. At
the Guggenheim Huaenm, where there was a show of late modern pamtinés »
I saw Morris Louis's works. After coming from the hustle and bustle of New
York .streets into a quiet room where one may stand and meditate, the solid,
tall buildings feel merely like veils; descending from the skies, letting
one suspect the space behind them, and the commotion of the streeta, now
distant, seems to be floating I could Just as well be walking through an
aut.\nmal forest early in the moming There is nothing specific represented
in %gi;is 's paintings but it did not. seem to bother me. The large size.of
his ‘Lveils" had quite a mysterious flow--a lightrress. All art theories

seemed to be artificial and awlnmrd when confronting this work. It did not

seem to need any explanation or justification.

Robert Raushenberg confronted me with the ready-made world. His assem-
ﬁlages were made of products.of our technologicdl society: car ?irgs s stop
signs, light bulbs, folded canvases, etc. It was 80 different c{bmpai-ed %o
what I had seen in the past. [

Kandinsky's canvases from areund the 1914 period seemed to be singing
harmonigu\.'. melodi?s, while in de Kooning's landscapes one could distinctly
hear Straw\rinsky's music.

I spent «\tV.he last two hours in The Museum ‘o‘f Modern Art, where I saw
originals of Jackson‘ Pollock, all vibrjating glectrically, full of energy,
magnetic. It was as if Pollock painted in the middle of a New York street ¢
and transfered its electri'cit'y on the canvas. Without visiting N’e; York
I could n'ev?r fully Mave understood .the spirit of his paintings.

~ - The New York trip was deeply satisfying for me; it brought peace to
my mind. Seeing paintings , 80 antirely different from each other, displayed

side by side for the viewer to ‘appreciate, made me realize thai good art

.
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is g@ regardless of a particular atyle.‘ It made me feel good about the
way I painted and gave me confidence to try new ways of expressing nvs'elf .

This understanding of the essencei of' art 'bacamo even better defined
when, a few months later, I visited galleries in Washington, D.C. There
I saw many of Rembrandt's portraits and one of Barnett lfewmn 's monochrg-
matic pictures in close seclusion. When I stood in front of Rembrandt's
piétures s I felt it was more than the virtuosity of the objective 4repro-‘ |
sentation that made them unique pieces of art. And that special something
was present in Newman's picture as well, in spite of the utter simplicity
of shapes and minimal choice of colors which made it seem sc; different from
Rembrandt's works. There and then I came very close to understanding the-
relationship betwsen 'objective and non-objective art.

Coming back home, I tried the technique of staining on canvas. After
wasﬁi.ng the glue off its surface, I spread cqlora on it. This seemed very
similar to working with watercolors, which I used to d'o> a number of years
ggo.fThe staining technique was not difficult for me to learn but I was not
merely after a technique. I wanted to make paintings which had something
to say. Littls by little I learned how different colors interact, how to
use their fluidity. My subjectl ma;tter became color only. I found this kind
of painting as exciting as painting outdoors. However, I could never gain
the control over the whole process that I had been used to. When the can-
vas dried, colors lost their brilliance; some even changed,: they crjsta-
lized. The final outcome was unpredictable to a great degree and that is
why I did not want to continue working’ in;,th,is way.

I left staining and turﬁed to oil colors. In one of my classep I made
a number of small’very fresh-looking water color sketches. And it was this

quality of freshness I now wanted to capture on a ~lz;rger scale, through .
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a different medium. , | . : ,

The new-painting was, I felt, quite successful, but I saw it as copy-
ing and" thus mostly a question of skill rather than discovery. T differ-.
ence in scale ‘contained a certain amount of surprise for me but it%‘ not
satisfying enoqgh. I missed the spontaneity, the pogsib}lity to pour my
feslings out, which the staining technique allowed me to do. 0il painting
released my feolings in trickles only.

Upon taking the, enlargement to schoal, I received a lot of feedback
from my teacher., He literally took the paintmg apart from the formalistic

voint of view. But as he went from one student to another, I detected a cer-

' L ¢ .
tain formuli being applied to each work. It all seemed very dry, impersonal,

and on the top of it only negatiye things were mentioned. Was there nothing

of my own wo/w mentioning in this painting? I wa}nted to hear other opinions.

But I was to be disappointed. Some did not believe tlis was my work. Even

after being shown the ‘sketch, they were not quite convinced. Others had
cliché-1ike comments: "It ‘loo}‘ts like so and ;o.'” This made me very unhappy
indeed.

Only I knew how'I had struggled before I arrived to the present paint-
ing. Only I knew it was entirely mine , but I was not able to make anybo;iy
understand how this work had’ grown out o}.‘ my expgrience.

I then decided to re'alyl more .on my own intuition and the little under-
standing of ar_t I ac‘hieved through formal education. By then I was mature
enough to realize that- too much rationalizing would be crippling tc; me. To
free myself from the tendepcy to think too much while working, I started
simply throwing colors with.huge brushes on paper or cagvas. This'of course
would lead nowhere if the painting remained only a sum total of automatic

gestures. I had to stop and overlook the work from _,time‘ to time, to Justify
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in some way my next move. Although these creations bore the trademark of

. } / . -/
a beginner, I was, nevertheless, happy with them. I felt there was some- .

thing of mine.dn them--samething that felt right.

-

\ Often-when I finished a painting, I would find interesting parts in
{ ’ .

it and use them with some changes in my next work. It was as if thesge de-

tails t.riggered of f emotions which then dlctated mw next painting. The

—

process was very spontaneous.

< &

Most of these pictures vere not very zZood but I knew from athjetic ‘.

trai.rdr;g that it takes years of practicﬂe‘tq gét somewhere, I knew.it would
take me a very 1ﬁmg time to find my own language.

After some time I noticed that my paintings reminded me of some ‘ex-
periences and I wquld tx:y to talk a’t;out; the psychologi:c'al aspecf.; of my work
but I met with evasive reactions on the part of teachers. It seems that fn
North American culture on the wholqe, feeling is an‘ embarrassing topic,

a topic to be avoided. ‘ °

My last year of undergraduate studies was unusually busy; my workload
consisted ent:x.rely of studio courses. Apart from my regular classes in
etching/ lithography, silk screen pr:.nting, palnting, gmd sculpture, I used
to visit drawing classes as well.- Exploring so many new technlques at the

same time was quite cénfusing to me, I would often' be taken so much with

a certain assignment that I would end up doing a wholerserigs. After a short.

time I was no longer sure which tééhpique I wanted to concentrate on.
But in spite of all the digfession, my work in all these classes -
” M ' *
started showing elements of synthesis. The kind of line I used in my draw-

ing classes appeared also 'in etching and lithography, and also in sculpture,

; ,
where I was making light structures of welded rods. Thinking three-—dimen-

sionally'in this class gradually affected zmy painting. The shapes there

1
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acquired a three-dimensional look.
' In silk screen printing } made a whole series where I combined print-

¢ N - -
ing with painting. I would make prints of my own enlarged photographs in

ra
.different colors on canvas or paper, sometimes tcovered already with a con-

trasting color. After that I worked on it, as I would on a painting, with
brutshes' and_ oil colors. On paper prints I worked with ’pe‘ncils and water-
golors: ' ,. \A
Thi‘s was a technique I would have most liked to exrlors 3 it enabled
me {o use painting, my favored means pf expression, and I saw an "unl;-
mited" number of possibilities. But the works I made, especially the print-
ed images, resembled pop art too much and that was not a'.;if;eaiing to me.
I d:j.d nqt want to be a pop artist.
This last year I v;orked to my fullest capacity. I poured out paint;
ings, sculptures, prints, one after anot'l':er. The fact that I was ql')lelf‘;to
endure, this faz.

in sports for a number of years. My approach to studies was parallel to

that in sports. In the sixtj.ies, sport was the priority number one in my

li&. I started with bicycling and, dufing the compulsory military service,

I switched to light athletics--ie. running. I later became a membem of a 4
light“athletics club, where I trained together with some top national
athletes. B .

We were involved in the scientific training program practised in most

East ‘Eu'ropegn countries and also by some top world class athletes. This

training system, called "interval training," is based on a belief that strong

. - L]
healthy legs alone do not make a fast runner, that fitness of the whole

) ¢
cardiovascular system has to be worked on. "Interval training' consist of
' - \

. relatively fast runs over relatively short distances receated a number of

o ' 6
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. pace had to do, I believe, with my being involved actively
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times. This increases the heart stroke and thus the heart's ability to de- .,

liver blood and oxygen to legs. The name of the system comes from the ''inter-

val" or rest reriod between the fast runs. : -

‘ The whole year was divided into three training periocds. In November
we began a three-month-cross country training, 10 to 25km per day. Next
came two months of quanti;,y intervals which ranged from 10 X 600m to 4 X 3km..
Quantity intervals were run up to three quarters of ti'xe racing effort. The
last two months, before the competitive season involved quality intervalg
such as 12 X 200m to 4 X 1000m. Aa\the speed of training increased the
daily dista.ncd decreaaed Gradually we moved from cross country to track.

During the’ racing season I would run 10 té 15km a day, this being geared

to a particular race. If the disfance was 1km, I would run 15 X 200m in the

speed of the race. For 5km I would run repeatedly 200m to 800m, in the speed

of the race, for a total of &m. The longer the race, the slower the pace. The

quality training would take place twice a week. Sometimes, on top of the
reguiar training, I would run 100m sprints,because I felt the steady training
tempo was not enough to‘ increase my maximum speed. S

I kept d_aily notes about my.time and distances which I used to compare
with ti’xose kept from the previous year. This helped. me to improve my time
and avoid overtraining. ' '

When I came to Canada, I tried to'win some runners over to this kind of
training,’but none kept at it long eﬁougtg. They found it too punishing an;il
many who had never even tried it said it was a systlem sure to "burn out" the
runner. ' I personally found it more beneficial than damaging. Pushing oneself
to the limits hundreds or thousand“s of times helps one to develop in more |
ways than phjtsical. Running becomes no. longex" merely a question of physical

ability but alsoy that"« of spirit and determination. Rain or fatigue no longer

il
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matter; willpower is no longer a problem., One wins because one is umrillin%v

1

-

to acknowledge boundries. It may be seen as drudgery by some but to me it is
a daily experiment raised to the level of art.

After I finished my mderéz;admte. studies I concentrated on painting
only, but continued working -Just as hard. Just like one has to train every
day when involved in sports, I had to do a painting almost every day. Like
a n;nner‘ looking for the right shoes and terrain to train, I had to find )
a suitable medium of expression which I soon did in watercolors. Choosing \
paper that was made- spacifically for my needs was part of the searching
process. I like to have paper stretched like a drum but since I use a lot

of water during painting, it has to be a paper that does not fall apart when .

Cade e

* drying. Soms pab'ers create mountains which do not allow one to control the -

shapes, other papers absorb the ‘colors and that causes loss of luminosity
N .

and brilliance.’

lately I have been using large sheets of rag paper that I glue on canvas

®

e e B bt . 8 S

stretched on a board, ‘I'hig is done when the paper 1s wet and tims flexible.
It is quickly rolled on canvas like wallpaper. When the paper dries, it
stays stretched. ‘ ) L - .
Before I start painting % get all the'necessary materials ready to use -~
and then go for a Sho_rt run of 6 to &km at a slow pace. This 'diata.nlce‘ is
Just right. It does not make me tired but. helps my whole body to relax
.complet‘gly. My head is clear and my senses are in a state of acute awareness.
Nothing stands between me and ’my\painting; my dailﬁ-oubles do nqt seem

i

to exist. ‘
When I paint, I keep all colors available, some of which are already
mixed in small containers, around me because I never know beforehand which

ones I might use. Each color has its special qualities; one may be more

-
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transparent than the other; or it-crystalizes in a particular way in its
pure state or when ‘mixéd with other colors. This medium’ has more fluidity,

freshness, and brilliarlce than any othrer. The whiteness of paper gives

' luminosity to tra.nsparent and semi-transparent colors which reminds me of:

the lime peinted houses right aft.er the rain when the walls are still wet

"and the old colors of blue, red, or green show through the chipped off

pleces of lime. J/ : .

\I‘ like to approach the canvas without any clear idea of what my painting

is going to be like, wi‘l;.hout. any preconceived ideas to hinder my work. With

a set qf brmishes i'anging from 1 to 5cm in size, I apply a few colors.
- . ( N
Sometimes I pour color directly on paper and let it find its own way, or *

help it a little with-a brush. A few colof shapes agitaté my senses and from

then on, like in a hypnoyic state, I feel my way through. I let the colors

spread and grow on the wet surface ,” I watch them take their own life. So

many unpredictable combinations agppear in front of me, I only have to give

them some structure. And in all this not only my hand is involved but my

whole body. I pace my time as if running. h

It.is a process of metamorvhosis where past experiences merge frqm my
subconscious and come to life on t‘he canvas., At the begipning my paintings
were vaguely allusive to things that I expéfiencéd‘, but, as I continued
working, the allusions grew stronger. After somé time a horizontal line

appeared in my works and kept repeatedly reappearing Was it the line my

“mother used to paint on the walls or the finishing line I imagined crossing

.ahead 4f others in a race? Thers are so many things to see around the road

while I am runniﬁg, some of which strike me quite powerfully: others come
to me only in distant glimpses. The changink temperature, the changing

seasons, the different times of day--all of these put me in a mood that

)
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helps to bring out long forgotten memories. .

An 'ar’bist struggles to discover the hidden wonders of life, He lives .
with the rest of mankind in a count;'yaide covered with the thick fog that
culturs is. While others vander ainlessly abrmt éblmous to the foggy
shroud, he is painfully aware of its existence. And if he should come rrom |

a different culture , he recognizes it all the more clearly and feels the

. need to. ses through. He alone listens to his inner voice telling him how

to make the passage, u.ntil one day the fog lifts up for him and he gets

a panoramic view of the landscape. He tells the othars about its wondroua

_beauty but they do not mﬁoi‘stand wey have never seen. He is a Aforeign‘,r;"

he stands apart. He is a long distance runner.
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s Frontal part of a weduing procession with bridegroom and a. bridesmald
Doln1 Bojanovice, Hodonin Region, Czechoslovakia.
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2 Feast customs at Hovorany, Hodonin Region, L
Czechoslovakia. . o
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3 Married wamen from Hovorany in traditional garments in.front of
a wine cellar with ornamental decoration, Hodonfn Regior, Czecho~

slovakia,
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. Chapter II ' , ‘

"Autwm Rhythm" as I See It .

The twentieth century belong to science, especially with the results
of research in nuclear physics. With the splitting of the atom, releasing

a new dimension-of energy, there followed a revoluticnary change in the ‘con-

e e 2 e Sl i S b

cept of reality: a new and irrational outlook of our natural world, ruled
by the laws of classical physics.

: Paraileling the new visions of science, man started looking inside

himself as éxemplified by Freud's psychoé.nalyais and the discovery (or re-

_ discovery) of the unconscious at the beginning of this century. Artists like

Kandinsky, Klee, and‘mny others have been influenced by these discoveries,

| For them the collapse of the atom was the collapse of the whole world. They
started to withdraw from nature, and their arm became more and more ab- ‘ , ¢
stract. Mondrian turned his back on nature completely and worked with no i '
;‘f“;‘Ia"ffriable objacts; he called them "pure form." , ) N
A completely different and original expression of the hidden uncon- o ;
scious spirit can be found in the paintings of an American artist, Jackson | a ;}
‘ Pc:lloék, whose work can be seen as an ideological reaction to the rational- ,

ist purism of the neoplasticism that wes brought to the U.S.A. In 1944

Pollock made a statement in whiqh he talked about his interest in the un-

N LT YR N, T o LY P L N
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"conscious and in the importance of European artists.
I accept the fact that the important painting of the last
hundred years was done in France. American painters have ge-
nerally missed the point of modern pminting from beginning to
end. (The only American master who interests me is Ryder).
Thus the fact that good European moderns are now here is very
important, for they bring with them understanding of the
problems of modern painting. I am cularly impressed with
their concept of the source of art being the Unconscigus. This
idea interests me more than these specific painters do, for
the two artists I admire most, Picasso and Miro, aré still
abroad. ...l ,

In 1951, Pollock was interviewed for station | in Westerly, R.I.,

by William Wright, who 1lived across the road from B41lock.

The thing that interests me is that today peinters do not
have to go to a subject matter outside of themselves. Most
modern painters work from a different sgdrce. They work from:
within, , 6
... It seems to me that the modern“painter camnot express
his age, the airplane, the atom bomb, the radio, in the old
forms of the Renaissance or of any other past culture. Each
age finds its own technique... the strangeness will wear off
and I think we will discover the deeper meaning in modern
art... (Laymen locking at a Pollock or other modern painting)
should not look for, but look pasaively——find try to receive
what the painting has to of fer and not td¢ bring a subject
matter or preconceived idea of what they are to be looking

for...
The unconscious is a very important sie of modernm ar\‘.

and I think the unconscious drives do mean a lot in looking at
paintings... (Abstract art) should be enjoyed just as music is
enjoyed—after a while you may like ‘it or you may not...
I like some flowers and others, other flowers I don't like...
I think at least give it a chance. .
... the modern artist is living in a mechanical age and
we have... mechanical means of representing obJects in nature
such as the camera and photograph. The modern artist, it
seems to me, 1s working and expressing an imner world-—in
other words, expressing the energy, the motion, and other
inner forces... the modern artist is working with space and
time, and expreaaing his feclings rather than illustrating.. 2

P 193,

%, H. Friedman, Jackson Pollock: Energy Made Visible (New York:

. uc*Graw-Hill Book Company, 1972), pp. 175-76.

18ryan Robertaon, Jackaon Pollock (London: Thames and Hudaon 1960) ,
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Pollock's short statements are revealing of the nature of his work.

However, it took me several years to comprehensively understand his art,

I first saw Pollock's paintings as slides when I was a painting stu-
dent in 1971. Our class did not talk much about his work but ra.ther about ;
his working process, ie., the dripping technique, and also about his inte-
rest in the unconscious. That was a very inmortant turning point for me
because during all of my studies most of my teachers seemed to be ighoring

process y or rather I used to hear mcstly logical reascning about the paint—

A e s

ing process due mainly to the Einfluence of the formalistic approach that
.prevailed at the University at the time. "Think! Feeling, leave ;.t hame "'
This caused in me a strong reaction. In time this strong Opposition proved
good; it helped to strengthen my conviction and .the style which became re~ -
flected in my work.

Pollock's work was shocking for me; I did not like it visua.lly How-

" ever, I found the approach to his work with his dripping technique inte-

e TRV
o

: resting After several weeks of thimking, I, in a way, accepted it; later,
I would even aay that I lovedﬂit
I'was completely "turned on" when I saw the Pollock originals in New .
York a year later, His "Autumn Rhythm' (195Q) was electric, alivel There
is nothing represent;ational or concrets in tths painting and it did not
bother me, I senséd unusual aﬁthent.icity. There was joy of life in the
. | painting, givén through the gesture éxpréslsed in lines » planes, and‘dripé
reinforced by te#ure. The work is without color but somehow the richness
of line replaces color. Frank O'ﬁara wrote in this context: "There'has nevqrm
Been ‘enough said about Pollock's draftsmanship, that amazing ability to
quicken a line by'thinning it, to slow it by flooding, to elaborate i!hat/Z

, simplest of elements, the line--to change to reinvigorate, to extend, t3

[
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buiJ:d up an embarrassment of riches -in the mass by drawing alone. And each
change in the individual line is what every draftsman hag always dreamed
of: <iolor."3 | | |

' This hline makes the whole surface so—active your eyes are forced to
t ravel all ove;r it, stopping at some pla.ce'a for a few seconds to study
a detail. It may lead you slowly to another place of the painting or fyour
eyes just jump to another detail. This travelling does not seem to hiv any
end and you may go on for a long time discovering new combinations of lines
and somehow you will merge with the painting and feel the connection with
the whole universe—the infinite type of space created by the overlapping
of the lines. They also suggest the mo}ecular Qtructure of organic and in-
org;nic elements of nature, and of culture, such as jazz.”

I could not find any focal point in this painting; paint is equally
distributed' all over .the surface, and pusﬁed towards thé edges (whic}{ seem
relatively passive (:ompared to thé middle active part). It gave an interest.-
ing contrast between quiet and active aspects of the painting. Some lines
went beyond the peinting and thus incorporated the space outside the canvas,
When I came back to the painting my eyea had a _tendency to look more to-
ward the middle of the work. g

The size of the painting seemed very important; there was no comparison
to slide proJection. It seemed to comunicate not only with my eyes but. -
also with my entire body. I was drawn in and I felt as if I could literally
walk into the painting. The title "Autumm Rhythm" suggested a landacape
painting. The somber colors, (which were actually invented by Pollock) had

for me references to the late fall misty type of weather, The staﬁ.ned

3 Frank O'Hara, Jackson Pollock, Great American Artists Seriea (New
York: George Braziller, Inc., 1959), p. 26,
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patc'hes‘of grey color gave anc;ther contrast to very defined 'lines, soothing L
the whole painting and glving lyricism to the whole work, But because of the
method in which Pollock worked, his dripping technique on the horizomtal
surface, I felt that it reflected humn rhysical activity more than a land-. -
scape .,

In "My Painting" w‘hich Jabkgon Pollock wrote and which was published
in Possibilities I, New York, Winter 1947-48 he ‘sa;ldi N |

My painting does not come from the sasel. I hardly ever .
stretch my canvas before painting. I prefer to tack the un-
stretched canvas to the hard wall floor. I need the resistance
of a hard surface. On the floor I am more at ease. I feel nearer, \
more & part of the painting, since this way I can walk round it,
work from the four sides and literally z in the painting. This
is akin to the method of the Indian s painters of the West .4

Most of the paint I use is a liquid, flowing kind of paint.

The brushes I use are used more as sticks... than (as) brushes—
the brush doesn't touch the surface of the canvas, it's "just
above... I'm able to be more free and to have’greater freedom

- and move about the canvas with greater ease... with experience
it seems to be possible to control the flar of the peint to a ,
great extent, and I don't use... the accident...*1 deny the B
accident.

Thus the canvas was no longer a traditional picture , but an event
I have seen this painting several times in the span of ten years and I have
never tired of looking at it,. I have always found something nev in it; I see

-

his work as very pure and as an emple of freedom ) .

I must also mention the name of, Hans Hofmann who had a .direct o,r'indixect

. influence as a teacher on the American scene in the forties. Lee Kra.sner,

Ar— N

Pollock's wife was a former student of Hans Hofxmnn. .o~

“Bryém Robert son, Jackson Pollock (London: Thames and Hudson, 1960),
p. 193. .

5B. H. -Friedman, Jackson Pollock: Energy Nade Visabl (New York:
- Mc Graw-Hill Book Compa.ny, p. ué-zﬂ L
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Hofmann's theory of pictorial structure as a painter and as

T

a tgacher

il

is ‘rooted in early Cubism. However, he did a nufiber of free experiments—-

a kind of automatic paintix.xgs'. _"Spring" an early work dated 1940 predated
Poliock's dripé by several years. Instead of paj.nﬁng a whole s‘eries R

Hofmann had a tendency to sol problem in one .painting and then to move

¥ .ok

to another one.

His camplex 'theory, which later became part of new academy, seemed

dentral to his work. I saw several of his p#j,ntings in New York and I sensed -

‘K

that in spite of a Jjoy of colors and of the painting process itself, he

ngvér ‘::omplétely transcended his tfxeoz;ptical reasoning. I believe that he

1

would have needed a few more y:agrs in order to achieve that leap.

by
b

0 -In'léao I saw de Kooning's latest abstract landscape paintings. I

) ;Jgperienced something very direct, something Just "grabbing my soul."

) . ‘l’he works were com;;letely free of any need for theoretical Jpstifiéation.,

3

I found as great purity in them as in Pollock's. ‘
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Chapter III

Some Sources of Turning Points

There have been several évents in my life crucial to the development
of my personality: active involvement in light athletics s inVaaion of
Czechoslovakia by the Russians in 1968, emigration to Canada a‘ jear later ’
learning a neﬁ -lahguage and culture, university studies and nv decision’ |

to become a painter. These events happened like a chain reaction; ‘one

.triggered off the next. Simultaneously I was led toiexamine the role

- 3
different cultures played in shaping my personality and my‘development as
an artist. I was led to study the human mind and was alerted to the un-
conscious. ‘

Being an imnﬂ.grzint suddenly confronted with the North American culturs,

I was forced almost dally to seek answers to my probiems, Some ans»fexfs were

provided by the subjects I chose as a universi*l.:y student. Among these,
anthropology was very helpfuln to me; not only the content of t.his-cou.rse

‘:;ut also its structure, the profes‘sor's peraénality and his keen interest
in'his subject. In this course I found the witch doctors,' shamans,' and
sorcerers' knowledge of 'winpowér especially fascinating. Carlos Cavataneda's
books offered me very important pieces o'f information about peyote, jimson

weed, and other’ﬁallucinogenic plants used in achieving‘awarenesa'and mastery
‘ ;

. of the world of "nonordinary reality." The author spent five years of
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apprenticeship with a Yaqui Indian from Mexico known to be & brujo--"a medi-

‘eine man, a sorcersr.”

In this book I saw a connection with whatever I had read or heard

‘a.bout alchemy Qnd the ancient alchemists who had lived 1n the “Golden lane"

houses of Prague's Hraddany during the Renaissince, under theq reign of t'he
Emperor Rudolf II. |

Thelr experimenting was generally misunderstood in the West z;s a desiré 1
to produce gold out of base metals. But to gain power over matter and ener-
, t9 find & uniVQrsai cure for all illnesses and the secret of proiong-
ing.1life were only a part of the process. I

The real aim of the alchemist's activities (which some think
stem from the ahcient science of a long-extinct civilization)
is the transformation of the alchemist himaself, his accession
to a higher state of eonsciousness. Everything is oriented to- X
ward the tranamutation of the man himself, toward his spiritu-
al liberation and his fusion with 'divine energy.'[A very im- /g
portant aspect of alchemy was the necessity to know a precise
planetary constellation even before any scientific exreriments]

" One of the greatest psychiatrists of our tims, Dr. C, G. Jung,
felt alchemy might be one of Zhe keys to understanding the

. strange workings of the mind. °

The psychic traditions of the past are deeply rooted in the Czech
culture and at the beginning of this century became part of the sciencs

of parapsychology. One of the most popular ‘weekly magazines published a

.regular article on scientific research in parapsychology. “The Czech mili-

tary published a handbook on ESP for the army in 1925 called 'Clairvoyance,
Hymotism, and Magnetism' by Karel Hejbalik."7

- One of the most'important psychic explorers in Czechoslovakia was

hd

-~ BPetislav Kafka. In his bock about experimental parapsychology he describes

6Sheila Ost.rander and L;mn Schroeder, Psychic Discoveries Behind the
Iron Curtain (1970; rpt. New York: Bantam Books, Inc s 1973), p. 315,

_7Ibid., p. 321. , : : . ¢
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many ESP tests done with psychics. He argues that the mlind‘my accomplish
miracles when theré is a combination of the conscious with the uhconscioﬁs'.

-"During World W;lr II, Kafka used his well-trained psychics toﬁ follow
thg progress of the war, the de'cisions of the generala; , and the chang;s on
the front lines. Kafka would put a psychic into trance and commend him to
tell what he saw on the front. Then another .psychic with no knowledge of
the first psychic's report would be clairvoyantly dispatched to the same
area. Usually t;he reports of a?.l the psychics jibed, and Kai;ka had an over-
all picture of what was happeninfg hundreds of miles away."8

Dr. Karel Kuchylika, one of Czeghosiovakia's pioneers in parapsychology
spms up very well the main reasons for iﬁterest in parapsychology. He says:
"I think the importanée of parapsychologyi for us lies precisely in its
possibility of elucidating by its 'discoveries the true nature of man and
'of showing that man is linked to the cosmos more closely than he'd ever
s‘upposed."9 The importance of iZ.SP research'is reéog!ﬁzed, even by today's
‘ communist government .’ |

I found the experiments with mind very exciting. They made me wonder-
whether there might be an answer to the riddle of creativity While going -
\through some of Freud's writings, I discovered that most of his theories
are drawn {rom his experience with mentally disturbed patients. This )
answered guestions onJ,fy partially. "Freud's work has shown that the func-
tional neuroses are causally based on @conscious contents whose nature,
when understood, allows us to asee how the‘ disease came about.v10 He did

8Sheila Ostrander and Lynn Schroe&er, Psychic Discoveries Behind the
Iron Curtain (1970; rpt. New York: Bantam Books, Inc., 1973), p. 329.

9Tpid., p. 320.

10¢, 6. Jung, The Development of Personality, Bqllingen Series XX
(1954; rpt. U.S.A.: Princeton University Press, 1974), p. 68.
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not discover the unconscious but his method of dream analysis put him in -

touch with it. | \ L -

"The discovery that dreams have a meaning, and that there is a‘way

to an understanding of them, is perhaps the most significant and most

valuable part of this remarkable edifice called paychoanaiysis."ll

In the writings of C. G. Jung I was able to find a more in-depth.and
detailed explanation of symbolic imges whic¢h arise spontaneously from the -

unconscious in the forms of dreams. Dreaming is something we all do and it

T L 8, S s o mllperin < Hh

interests me very much. We tend to forget most of our dreams and those we
remember, we usually diacafd as unimportant, We do not question them because
we cio not understand their proper m}t‘ure. Dreams are jﬁst another form of
existence opposed in character to our wakeful 1life when we are active,
rational, effective but somewhat dull and unimaginative. : B

"Dreams are neither deliberate nor arbitrary fabricatio’ns; they are
natural phenomena which‘ are nothing other than what they pretend to be. They
do not deceive, they do not lie, they do not distort or disguise, but naively ,’;
announce what they are and what they mean, They are irritatingland mis»leadin_g
only because we do not understand them."12 But whatever the role we play in
the dream, we are the author, we have written the script. |

In order to understand t!xe méaning of our dreams, we hav; to know the

'symbolic language--symbols common for all.cultures éeveloped throughout

history. ""Dream - images are many-faceted and one can never be ‘sure that they"
have the same meaning in another dream or in another -dreamer, A relative

constancy of meaning is exhibited only by the so-called archetypal images."13

llc. G, Jung, The Development of Personality, Bollingen Series XX // P
(1951;{ rpt. U.S.A.: Princeton University Press, 1974), p. 68. 7
/ : : , - - ;
Ioid.; p. 103. o - S
L1oid., p. 106. - : T ' 3
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They have the language with its own grammar and meaﬁing, which can be found

in fairy tales and myths. \»

"Although dreams in which these mythological parallels appear are not
uncommon, the emergence of the collective unconscious, as I have called this
myth-1like layer is an unusual event which only takes vlace under spedial

conditions. It appears in the dreams dreamt at important junctures of life.

O e B 8 s st 7 o T e e s

The earliest dreams of childhood, if we can still remember them, often con=-

-
-

‘ -
tain the most astoniahing mythologems; we also find the primordial images

* in poetry and in art generally, while religious exﬁerience and dogma are

. a mine of archetypal lore."l4 . \ o

N e e

E. Fromm bélieves that symbolic language is Just another foreign _ f

language that each of us must learn. It brings us to understand fhe myth-

T R TR

source of wisdom and the deeper layers of our personalities.

o

"Anything may be, or become, unconscious. Anything you forget, or

énything from which you divert your attention until it is forgotten, falls

S it e 3 Al v

into the uncqgsciouaJ"IS Each experience, place or objeét leaves a farti-
cular impression in us. They appesr in a dream to tell us something they
stand for as~a gymbo; of individualvexperience. They are called accidental
symbols. "The personal unconscious con;ains everything forgotten or re-

" pressed or otherwise subliminal tﬂ!¥ has'been acquired by the individualv

' ¢
consciously or unconsciously. This material has an unmistakably personal
0716 ' )

stamp.

%

What is the.meaning of our dreams? Freud saw dreams as the fulfilment ﬁ

ILCarl G. Jung, The Development of Personality, Bollingen Series XX
(1954: rpt. U.S.A.: Princeton University Press, 1974), p. 119.

. 151bid., p. 108.
B1pi4., p. 116,

o
(]

WS AR A ksl e A i s . R P .



e L e

~ They were alive when we were children and were later stored in our uncon- o

_scioixa .' Later, stimulated by a current event that usually happened the day

example, a strong man in a dream turns suddenly into a chicken.

t .
“3 ) R i T . . »
of irrational passions repressed during our waking life. "They are psychical

menon\éna of complete validity--fulfilments of wishes: they can be inserted

into the chain of intelligible waking mentsal acts: they are constructed by
a highly complicated activity of the mind."17 . P
Freud believed that these irrational desires originated in our childhood.

before, they emerged in our dreams distorted or wrapped in a symbolic ) i
lang;xage , wh‘ich permits us to \go on sleeping undisturbed. This assumption
of ’Freuc;'s is drawn on the ,irrat;onality o'f childhood. ’

Preud uses ";edu'ct.ﬁ’e method for‘ dream interpretation. According to
it, a dream has to be dismanteled into several pieces in order to rﬂid it of
its semilogical sequence. The parts that appeared in our dre)a.m are gradually
substituted by thoughts that come freely to one's mind. When we put together
the thoughts arrived at by free association, we come up with a new‘plot which
P

gives us the true meaning oi‘ our dream.

There are two factors which contribute to the distortion of the dream

and make it thus more difficult to understand. 'I'he first one is the element

which stands for the very opposite To be rich-—stands for poor: to be
clothed may symbolize nakedness, etc. The second factor is the lack of
logical x;elations between ﬁhe various elements of & dreé.m. It may not  express
such logical relations as "but,” "therefore," ''because,'" "if.'" These,though,

may be expressad through the relation between the pictorial images. For

Moeex s wsav

Freud's interpretation of dreams as representing wishes of the past

17Sigmmd Freud, The Interpretation of Dreams (London: George Allen
and Unwin LTD., 1954), p. 122,
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asatz'ine;i conscious.and unconscious d"ev'elooment‘ of the mind. Freud thus cgiled
attention to th‘e unconscious mind and its influence on belr‘xav'ior. Jung, who
also was greatly interested in dreams, developed a "constructive method"
yhich was more optimistic. ie. s oriented towards the future. According to
him, dreams function®as indicators of the goals and aims of the dreama/r
In dreams, the wisdom of the unconsc.‘{.ous is manifested. "Yet there is

oomething' independent of desire and fear, somet\hing as impersonal as a
product of ;1ature , that enables us to know the truth about ourselves. ‘This
objective statement is to be found in a product of psychic activity which
is the very last thing we would crgdit with such a n;eaning, namely the
dream,"18 | | |

"I dream a lot and my dreams are mostly in'color. Every moming I try
to re;nember my dreams and also try to unravel their meaning. People, ob-
Jects, plaoes , and actions in the dreams usually have some connection with
my past experiences. They may symbolize something positive or negative. It
t%kes long practice and observation and much insight to figur.e out a spe-

cific meaning.

Most of nﬁ‘reams have connection with my interests and ‘wishes in re- .

- lation to the near future. They give me advice or waminé. For example,

when I dreamt about working with stone or in a coal mino, there followed
a long period of personal struggle with little or no progress in my work.’

On the other hand, when I planted potatoes, picked fruits, or saw a beautl

ful wheat being harvested, my work turned out to be unusually successful,

I remember that my best painting of the past year was done when I dreamt

about the Czechoslovakian hockey team beating Canadian professionals 10:0.

18¢g, g. Jung, The Development of Personalit}z, Bollingen Series X
(1954; rpt. U.S.A.: Princeton University Press, 1974), p- 59.
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- I also observed that if I waited for two or more days after—such a
favourabléaneam, I would somehow lose my chances. This would turn out in-

a practical way or it would come out symbolically in' a dream. I believe in

'a positive conscious attitude which‘sets new ideas in motion. One, though,
cannot rely on dreams for all answers. The_unconscious cannot give advice
on something it has no knowledge about. The unconsious functions best
when one pushes oneself consciously to the very limit.

Creative pérsd?alities rely on the strength of the creative urge a-
‘rising from the unconscious. "There are two distinct ways in which con=-
sciousness arises. The one is a moment of ﬁigh emotional tension, . . .
The o£her'way is a state of contemﬁlation, in which ideas pass before the
‘ mind liké dfeam—imaggs. Suédeniy there is a flash of association betweéq '
two apﬁarently disconneéteq and widely‘seﬁaratgd ideas, and this has the
effect of releasing a latent tension. Such a‘moment oftén works like a re-
velation."19 : i |

Such a thing has happenéd to me quité.often while lying in bed before
falling asleep. Suddenly I have éeen on; of my paintings, like in a mo§ie,
changing into hundreds of possible variatigns in my mind. This has some=-
‘times happened during the painting prbceés as well. Some shape§ or colors
have triggered off the working of my imagination, Sceﬁes from nature seem
to work in the same way. The wealth of yhe unconscious  seems to be inex-
haustible. "The creative process, so far as we are able to féilow‘it a£
all, consists in the uncénscious ;ctivﬁtion of archetypal image, and in
elaborafing this image into the finished work."20

1%, @. Jung, The DeGelogment of Pergsonality, Bollingen Series XX
(1954; rpt. U.S.A.: Princeton University Press, 1974), pp. 115-116.

20, G. Jung, The Sggrit‘f; Man, Art, and L;ggfature, Bollingen
Series XX (1966; rpt. U.S.A.: Princeton University Press, 1971), p. 22.
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‘Many mogern paycholo&.a , trying to come to some uxﬂeratanding of
creativity investigated the problem of artist and his art. In my readings
I have no\t. come across a better analysis than that of C G. Jung.

The creative personality [he writes] is a riddle we may try to
answer in various ways but always in vain. 1

[Man as an artist] is in the highest degree objective, imper-
sonal, and even inhuman--or suprahuman--for as an artist he is
nothing but his work, and not a human being... Every creative
person is a duality or. synthesis of contradictory qualities. On
the one side he is a human being with a personal life, while on
the other he is an impersonal process. As a human being he may
be sound or morbid, and his personal psychology can and should
be explained in personal terms. But he can be understood as an
artist only in terms of his creative achievement... a speci-

- fically artistic psychology is more collective than personal in
character. Art is a kind of innate drive that seizes a human be-
ing and makes him its instrument. The artist is not a person en-
dowed with free will who seeks his own ends, but one who allows .

. art to realize its ‘purposes through him. As a human being he may
have moods and a will and personal aims, but as an artist he is
"man" in a higher sense--he is ""collective man," a vehicle and
molder of the unconscious psychic life of mankind. That is his
office and it is sometimes 30 heavy a burden that he is fated
to sacrifice happiness and everytgﬁng that makes life worth liv-
ing for the ordinary human being. : g

Can the creative personality and personality in general be developed
in gchoola? While explaining the imrossibility af the task modern edu-

cators give themselves, to foster the development of personality through

- education, Jung writes: '"No one develops his personality because someone

1
et been taken in by a well-meaning advice. The only thing that moves na-

’\;ellg him that it would be useful or advisable to do so. Nature has never
tlure is a casuial necessity, and that goes for human nature too. Without
ne¢esaity nothing (budges , the human personality least of all. It is tre-
. - { . ~ .
mendously conservative, not to say torpid. Only acute necessity is able

to rouse it. The developing personality obeys no caprice, no. command, neo

21c, G. Jung, The Spirit in Man, Art, and Literature, Bollingen
Series XX (1966; rvt, U.S.A.: Princeton University Press, 1971), p. 100,

-

22Tbid., p. 101.
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insight, only brute necessity; it needs the moﬂivating force of inner or
outer fatalities."23

Here I camnet use a better example than that of the Russian writer
Alﬁxandr I. Solzhenitayn. His experienceé, as he describes it, seems to
corroborate the above statements. He sees his harsh ordeal in Russian
concentration camps as a turning point in his becoming a writer. He is one
of thé rare examples of those who show how through suffering and injustice,
one comes to "grips" with the essence of one's existence in a given culture.

Looking back,I saw that for my whole conacious life I had not

understood either myself or my strivings. What had seemed for so

long to be .beneficial now turned out in actuality to be fatal,

‘and I had been striving to go in the opposite direction to that

which was truly necessary to me. But Just as the waves of the

sea knock the inexperienced swimmer off his feet and keep tosaing

him back onto the shore, so also was I painfully tossed on dry

Jdand by the blows of misfortune. And it was only because of this

that I was able to travel the path which I had always really

wanted to travel.?b ‘ )

Most of Russian literature, mhsic, and culture in general reflects
centuries of suffering and injustice. Russian music expresses no joy, it
is very serious, even gloomy. Hard life, though, is taken for granted by
Russian people; they aven seem to find a kind of enjoyment in it. So it

]
comes as no surprise that some of the best kngwn artists like Dostoyevsky
or Tolstol see punishment as the driving creative force. Dostoyevsky was
sent to hard labor and this experience caused a drastic change in his
, ;
writing. His best books were written after the imprisonment.

A Russian oroverb says: '"Freedom spoils, and lack of freedom teaches,'<5

230. G. Jung, The Development of Personality, Bollingen Series XX
(1954; rpt. U.S.A.: Princeton University Press, 1974), p.173.

ZAAlexander I. Solzhenitsyn, The Gulaz Archipelago 1913-1956: An

- Experiment in.literary Investigation (New York: Harper & Row, Publishers,

Inc., 1975), p. 615.

231bid., p. 605.
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"Lev Tolstoi was right when he dreamed of being put in prison. At a certain
. moment that glant began to dry up. He actually needed prison as a drought
needs a shower of rain."26

Solzhenitsyn sees himself as part of Dostoyevsky!'s radition when he

writes: "Only now c¢ould an educated Russian write about an inserfed peasant
from the inside--because he himself had become a serf./'?7 And later on:

'Bless you prison
\\
attitude ‘since most

"I nourished my soul there, and say without hesitation:
. for havﬁg been in my life,"28 |
It is very difficult for us to understand such
of us have lived in a free, democratic society. We ars taught to make
choices and we tend to think that free time, access t¢ education and train-

ing give a guarantee of the mastery of artistic techniques and discipline

oy sy 1

of thought. But hqi-e I fesl we are wrong; contentment iis not conducive to "’

spiritual striving. This is why we have so many distorted and sterile
schools which do not seem to enlighten communication. \

| There is a twentieth-century major theory, to whicix origins of nu-
merous splinter theories could be traced; it is that of\John B. Watson,
a founder 'of Behaviorism. Freud was influenced by 'Darwin; Behaviorists
-Saw man as an animal who differs from pther animals only in the nature of
behaviors he displays, Both Freud and}Whtson séﬁght to reéuce man's be-
havior to chemical and physical terms. While Freud &evelo\ d his theory
primarily from his observation of the mentally disturbed, Behaviorists,
seeking to make the study of man as objective és poﬁsible ,| emphasized

26p1exandr I. Solzhenitsyn, The Gulag Archipelago 1918-1956: An

Experiment in Literary Investgation (New York: Harper & Row, Publishers,
Inc., 1975), p. 616.

" 271bid., p. 491.

28Tpbid., p. 617.
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carefully controlled laboratory experiments with animals, especially with
rats. Freud believed that hw'nan behavior was motivated by deep‘ inner drives
and urges which wore_g;xti—social in nature. Behaviorists, on the other:
hand, did not believe in the existence of anything subje::tive; tﬁey ax~
plained human behavior‘as learned response to an external stimulus. Ethics,
morals, and values are to tHem merely a result of associative learning. ’
Both schools agreed on the importance of the e.arly years of ‘life 'to which

adult neurosis could be traced. | ‘ \

Abrhham Maslow refused to subacriin to any one of these major schools
of psychology; he decided to seek a.more comprehensive th)éory of human be-
havior which would consider "all the problems that nc;n—acientists have
b‘eerlt handling—religion, poetry, values, philosorhy, art."29

"Maslow's work is not a total rej'iction of Freud or Watson and the
other Behaviorists, but rather an attempt to assess what is useful, mean-
ingful, and applicable to mankind in both psycholoéi.qs , and to go on from
th“ere."3°‘ He felt that behavior was determined not only by interﬁal' 'factors
but also by external ones. . . * v

Both of these psychologies presented to Maslow a ver} negative :Lmaée
of man because they were not based on the observ'a'tion of mentally ‘healthy
people. What makes Maslow's theory unique is precisely the fact that it was
based on the concept that human béings havg full potiential.

Maslow's interest: in mentally healthy poeple resultecg from his curio;ity
when he was a student. He sta;tod to analyzeé two of his professors who seeme%

diffetent from other people. He discovered there were characteristics which .

~

29rrank Goble, The Third Force: The Psychology of Abraham Maslow (New
York: Pocket %mka, a division of Simon & Schuster, 1972), p. 13.
» . -

301bid., p. 14.
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were common to both of these outstanding quple. Among those he later chose
for his studies were: Leonardo da Vinei, Flatp, Abraham Lincoln, etc. On
the basis of his studigs he came up with a definition of mental health
‘and# with his’ theory of human motivati%n. Maslow calls the mentally healthy
person a self-actualized person. By self-actualization is meant "the full,
.use and exploitation of talent, capacities,A potentialities--etc. Such
people seem to be fulfilling themsel\{e; and doing -the best that theyi' are
capable of doing."3I ’

R 7
THe self-actualized person is usually 60 years*old,(is aware cf his

abilities, sees life clearly and reéiistically witﬁ more rrecise }Srediction
of future events. Such people have very broad interests and knowledge in
‘;rt, musjh.c, politics, and philosophy. They are very modest.people vho
admit that they do not know evez}ything; they work hard with pleasure and
excitement and know what they are doing. They are open, courageous, not
afraid of making mistakes. Mature individuals are independent and have a
great respect for themselves. Tﬁey need privlacy because of their interest
in hard work but they enjoy people's compa;ly as well. ‘They seek friend-
ship wiﬁh people of similar character, usually very deep personal frie‘nd-
ship. They are honest to themselves and to others. Because of theirgbroad
knowledge they are more aware of beaut‘y in the world. Like everybody else
they are not without problems. They ha\;e moments of amﬁety; self-doubt,
o

-

and guilt:
»

Maslow's theory of human motivation is apvlicable to almost every

asrect of individual and social life. "The whole person is motivated, not

Just a part of him."32 And further Maslow says: "The human being is moti~

N

it 31Frank Goble, The Third Force: The Psychology of Abraham Maslow
New York: pocket Books, a division of Simon & Schuster, 1977), p. 24.

2
? Ibid., p. 37. ' A z
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vat?d byr a nuqxber of basic n-eeds[ ‘eeds concerning his survival] which are
spec\ies-wide, apparently unchanﬁn(z, and genetic. The needs 'are also psy-
chological rather than purely physi::logical."33 A hungry man thinks only

about food but his desire for food may be accompanied by a feeling of lack
of love or securita{.

>

When man's hurx\gqr is satisfied, another desire eniei'ges: desire for
&

a safet.y-. The safety needs have as great importance for children as they do

for adults. Insecure chi:ldz"an m'ayﬂhave anxieties that may result in lailte‘;
pe;:lxrosis. Nel the hierarchy of needs are belongingness and love needs.
By "love't Maslow means "being deeply understood and deepls-' accepted."3‘*
(He is using Carl Rogers' definition ff love.) A loving relationship be~
tween two people is very important. It: helps to elwate fear, brings
mitual support, understanding in both strong points and wesknesses and
thus it helps to attain self-actualization.

Kaslov_( divided people into two categories of esteem needs. "1, Self-
esteem includes such needs as c'iesire for cohfiaence, competence, mastery,
adequacy,‘lachievement, indepe}hence ,» and freedom. 2. Respect from others
includes such concepts as prestige, recognition, acceptance, attention,

Y
status, reputation, and appreciation.”3’ A person with good self-esteem

"has more self-confidence and is more productive. Inadequate self-estJem‘

results in helplessness and later in neurotic behavior.
The.most .’unp/ortant asvect of Maslow's-theory of human behavior is the

self-actualization nee&« which can only emerge after satisfaction of love

33Prank Goble, The Third Force: The Psychology of Abraham Maslow

. (New York:.Pocket Books, a division of Simon & Schuster, 1%72), p. 3€.

361bid., p. 4O.

351bid., p. 42.
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- and: esteem needs. He describes gelf-actualization as 'the desire to become
more and more what.' one is, to 'become everything that one ié cfapable of be-
coming."36 | | '

The environmental or social conditfions are closely related to indi-
vidial motivation.. Such conditions are: freedom to speak, freedom to do
what one wishes as long as no hamm is done to qphers s justipe R honestya
freedom to defen;i oneself, etc. Such conditions are important not only for
healthy growth-of -individuals but also for healthy zrowth of society. If
society is sick and corrupted one has to iook into the problems of indi-~
viciuals or vics versa. '

When basic needs are satisfied, man reaches the level 3! higher needs,
or growth;needs , and becomes.motivated by them. Therg is a whole list of
values that cannot be fully separated fram one ambther: "TRUTH, GOODNESS,
HEAUTY, ALiVENES§, INDIVIDUALITY, PERFECTION, NECESSITY, COMPLETION, :IUSTICE,

| ORDER, SIMPLICITY, RICHNESS, PLAYFULNESS, SFFORTLESSNESS, SELF SUFFICIENCY,
MEANTNGFULNESS .37

Most people are creaﬁive s ﬁave curiosity, ability to learn, and
other characteristics of self-actualized people. Maslow says that almost
all babies are born with the potential and the need to grow psychological-
ly but only a small ‘number of them achieve their full potential. The
average individual uses o'nly a small part of it. Maslow warns us that we

- must not be unrealistic about human potential. "There is a trend toward

growth in human nature, but we must also recognize a counter trend, a tend-
¢

B

,36Fra.nk‘Goble , The Third Force: The Psychology of Abraham Maslow
(New York: Pocket Books, a division of Simon & Séhuster, 1972), p. 42.

M1bid., p.- 52.
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ency to regress, to fear growth, to fail to self«nctualizeﬁﬁé : /

One w;éry important factor about self-actualizing individuals i's what
Maslow calls "peak experience,” a moment-in one'a life when one feels
strong, sure of oneself, and that everything is under control. I experi-
enced such moments when involved in light pthletich-nmning. Most people
see the hard work involved in training as a mere drudgery but they are
not aware of the strong feeliné of hightened awareness which comes after
finishing a race in 'peak’' time, .f

At that t".ime one lfee‘ls -one can surmount any obstacle without encopntez;-

ing problems, fear, or doubt. Such a "peak experience" brings one more

courage in life. One is locking forward to certain things like a child ‘ \—

and feels confident while wo;'king. Everything seems easier; even people
seem cloaer.l One can exﬁerience such a manen.t‘; of suprems happineas vwhile
listening to.muaic, seeing a good movie, reading a book or meeting people
whose presence is touching. \ |

.In the spring of 1982 there was a épecial CBC program on television.

) Thr_ee of the American astronauts held a talk about their fascinating ex-,

perie;‘xces on the moon. Each of them had personsal fesponses to an adven~

ture that only 17 men have ever had: an adventure that humanity has always

 dreamed of experiencing and one that may well in the future be a_m'lilable

to all. One of the men was Ed Mitchel, Apollo 14 astronaut.

Why should going to the moon, why should looking at planet
Earth cause the shift in consciousness? I spent a number of
years after I came back from Apollo'lh discussing this question
with scholars, and mystics, and philosophers, and scientists the
world over. - ‘

what was happening on the flight is . . . described as péak
experience, a religious experience, the kind of experience that
people have been having for thousands of years when they saw the

38prank Goble, The Third Force: The Psychology of Abraham Maslow (New
York: Pocket Books, a division of Simon & Schuster, 1972), p. 56. ey
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(Ed Mitchel's glimpses of the greater picture were seen on

January 31, 1971, He comes from a Fundamantalist Baptist

Christian background, a faith which, by the time ho talks of the
flight, he had long since rejected.]

I had the experience on the flight of having‘a sudden ex-
pension of awareness as I looked on the planet Earth, as I saw
this magnificient fragile little planet floating in front of us
out the window from the vicinity of the moon and the utter un-
imaginable beauty of that little planst sitting 1n the cosmos
with the backdrop of billions of stars. . .

- My awareness was expanded with pretty flashes of insight. .
It was & great Joy,. a great sense of well-being as I felt that:
"The Universe is OK,” it is purposeful; it is harmonious; it is
creative; it i3 a process; it is not strictly that mechanistic
material universe that we in science are tempted to describe
it. .. !

I was very perplexed by the experience of the rlight (psy-
chological implications of, and study). I had dialogue with
people as I had opportunity to, around the world, with learned
people, trying to understand exactly what went on on the psycho-—
logical ground. I was very enthralled with the idea of finding
a consistent body of thinking that would bring our findings in
science and our s.ubjective experience into a common explana-
tion. . . .

Science is a methodology. As a belief system it's a dis-

aster and we need to put this much effort into gaining the

knowledge about human capability, what we can become and in a

" constructive positive value syst’em as we have into constructing-

\

a mechanical world.39 L

3%y program "Man Alive," CBC, spring, 1982. -

.
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Chapter IV

Conclusion

In anthropological terms culture is defined as "the way of life of

o

people . . . the sum of their behavior patterns, attitudes, and material

. th:}.ngs."“Q In the minds of laymen, anthropology and culture have been

assgciated with subject matter and individuals who are far removed from

the realities of everyday life. "The idea of culture is a strange one

k)

even to the informed citizen."®l Yet culture is a very real thing. It

"controls the behavior of whole groups and whole nations.

Being a small country, Czechoslovakia has in the rast been dominated

' by-other, bigger nations. The Austria-Hungarian Empire alone that ceased
in 1818, lasted for 300 years. Under such conditions, struggle for nation-
al identity became a tradition. To this day children at schools are ex-

_posed to works of national revivalists of that period: writers Havl{cek,

Jungmann, Kolir, Palacky, the composer B. Smetana, and others. And it is

.not only for the sake of faithfulness to the history that this period is

stressed in.schools but also to make tﬁe young students thus indirectly .

"OEdward T Hall, The Silent Lan e (1959; rpt. New York Anchor - ’

Books, 1973), p. 20.
- b}pid., p. 21,
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awz}re' of the gnalog:r of the present,‘ situatilon.'

:T'éday Czechs are bombarded by Russian propaganda. Plays, movies, and
msic are expdrted from the U.S.S.R. to the other Soviet satellite count-
ries. To offset the ‘effect of these, Czechs listen to and watch, although
they won't pul;licall& acknowledge ‘it, other-than-officially-approved pro-~
grams. For example, v}here ‘I come from, ;;eoplé are able to watch Austrian
television because my hométown is situated about twenty-five miles away
from tﬁe Austrian :orde‘ . In slmlar fashion, nearly. two *hlrds of the
people are able to follow West.em news and programs. An average Czecho—‘ '
’slovakn.an today, compared to a North American, ’is mich more inclined to
read between ‘lines, to £i11 in missing parts, to distruvst what is put be-
fore him. '

Having other j:uitures imposed upon them was probably the best way to

make the Czechoslovakians aware of the existence of their own culture. The

forbidden fruit tastes best, the unlived life of a nation is the most de~

sirable. I would like to stress, tﬁough, that it is oﬁly when one moves

"into a country culturally and languagewise very different from home and

1ives there for a few years, which ia what I have done, that one becomes

truly aware of the existence of a value systeml\operating' in one's home-
land. ) | |

""Culture hides much more -than it reveals, and Qtrangely énough what it
hides, it hides most effectively from its own participants,mh2 ] “ »

I had done a great deal of trévelling while living in Czechoslova%cig.

but I still mistakenly assumed that learning to speak English woﬁld ena- |,

" ble me to function well in the North American society. But, on the contra-

42Edward T. Hall, The S:Llent Language (1959; New ‘Iork Anchor
Books, 1973), p. 30 ‘
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\ ¢
ry, better knowledge of English helped me only to become aware of the 4
problems I had not seen before. |

"Culture is more than a mere custom that can be shed or changed like

a suit of clothes. . . . [It is a] way of organizing life, of thinking,

and conceiving the )undorlying assumptions about the family and the s'tat‘e s

" the economic system, and even of man himself,m":3

I was put ih a position that was very painful. The old value system
was falling apart and the new one I had not yet learmed. Amfhropologists

and social scientists use the term "culture shock" to describe the condi-

tion suffered by somecne ﬁho changes cultures, "Culture shock is ghplyq

" removal or distortion of many of the familiar cues one encounters at home

and aubst.it.ution for them of other cues, which are strange."“‘ .
It was not only in the area of human relations that I felt\or\a

strange ground but also in the area of material culture , art. The first

year when I stayed in Ottawa, I went to see paintings by the Group of Seven..

The atmosphere of Canadian landscape seemed so very different from the
European one; no trace of human' touch could be felt there.

" I had already studied for some time when my confusion reached its
peak. I was seeing works of many different artists, works t‘rom different
periods‘ax;xd from different countries. Late American art, which was given

prominence, was quite shocking to me. All of this.and the fact that stu-

dents! works were looked at from the formal point of view by most teachers,

caused me a great anxiety. These teachers were tr}ing to derive some rules

and regulafions from known works of art and EI'felt that there wga'much

W3Eavard T. Hall, The Silent Language (1959; rpt. New York: Anchor
Books, 1973), p. 23.

Me1vid., p. 17.-
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more to creativity than these. But it was only a crude feeling against
the intellectual certainty of the teachers, I also did not know how to'h
_commnicate this feeling. I felt tied down, unable to paint. At one point
-1 stopped painting completely. This encounter of cultures, although crush-
ing, was crucial for my further development; from th}g complete confusion |
the most creative soil had been established. I stértec;\e?xperimenting.

Coming to Canada and not having a gift for languages, I turned away

i ~ from people, from the frustrating experiences of not being understood by

cthers and not being at the same time able to make them really understand;
I turned to ‘mywaelf, my inner experiences/becams the only source of my art.
| I would say that it was fortunate for me that I did not speak English when
" I came. For some time I was forced to live in a vacuum, so to ‘tspeak,'! |
This could have destroyed me but fortunately it molded me in a certain
beneficial way., It sent me ina certain direction which feels right to me.

It is possible I would have taken that road even without emigrating but I

( . think it would be a slower travel with many detours. I am safe on my way

now and there is nothing that will distract me.

The normal man can follow the general trend without injury to
himself; but the man who takes to the back streets and alleys
because he cannot endure the broad highway will be the first to .
discover the psychic elements that are waiting to play their
part in the life of the collective. Here the artist's relative
lack of adaptation turns out to his advantage; it enables him
to follow his own yearnings far from the beaten path, and to
discover what it is that would meet the unconscious needs of his/
age. Thus just as the one-sidedness of the individual's conscious
. attitude is corrected by reactions from the unconscious, so art
represents 8_process of self-regulation in the life of nations
" and epochs. 3
Any given culture seems to offer a limited type of space or freedom for
i
artistic expression. This freedom'is dictated by the state orginization,

43carl ¢. Jung, The Spirit in Man, Art, and Literature, Bollingen
Series XX (1966; rpt. U.S.A.: Princeton University Press, 1971), p. 83.
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politics, profit organizatioﬁs such as b;_nks, people themselves. In the
Soviet Union and all Eaat.er!; Europ;s the predominate view about art is
dirécted’by the Central Committee which decides what is right.

"Among the many burdens which the young Soviet Republic inherited a

quarter of a century ago fram old landlord—-ﬁburgeois Russia, was th_e deca-

) .dent formalistic art of that time. A1l these 'original' t.ricks which the

formalists “of Europe and America take such pride in, were ousted by the

Soviet artists long ago as ridiculous anachronisms, %6 .

The new sy}tem creates new rules as to what art is supposed t{o be
1like in the new and bettef society. There iQ onl; one type of art, Soc‘ia-
list Realism, "Realism means giving a picture ot only of ‘the decay of.
capitalism and withering away of Iits culture but also ofﬁ the birth of
that class, of ;t.hat force which is capable of creating a new society and

a new culture,"s7

© If ohe wants to be an artist in Russia, Czechoslovakia, or any other

communist country,- or@ has to be a member of the Commnist Party and a
member of an appropriate union (artists, writers, poets, -painters, etc.)
This creates bureaucratic practices, '

. Excellent manuscripts by young authors, as yet entirely un-
known, are nowadays rejected by editors solely on the ground
that they won't get through.Many members of the Union, . . .
know how they themselves have bowed to the pressures of sthe
censorship and made concessions affecting the structure and
message of their books—-changing chapters, pages, paragraphs -
or sentences, giving them innocuous titles——Jjust for the sake
of seeing them finally in print, and by doing so have done irre-
parable damage to the content and to their artistic proce-
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1‘6Herschel B. Chipp, Theories of Modern Art: A Source Book by Artists
. and_Critics , Fourth Paperback- Printing (Berkeley: University of California
Press, 1973), p. 495.

WHerbert Read, Art and Society (1966 rpt. New York: Schocken Books,
19710), p. 129..
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dures . . . Even Dostoysvsky, the pride of world literature was
at one time not published in our country [the U.S.S.R.] (and his
works are still not published in full); he was excluded from the
school curriculun, made inaccessible to readers and\reviled.'48

- These pra.ctices are not new for the Sovieta, they inherited them

‘from the Tsarist regime. Then, like today, all forms of artiatic expressionv

were censored and many artists critical of the system could not publish
thpir works ; some were‘ewen sent to Siberia. The Soviet system removed

the. Tsar, but did not get rid of Tsarism. The bureaucratic ‘s:'y.;st‘em carry~
ing on the(practices of the pﬁat'got only stronger and more efficient. In
fact it is so strong it can control other countries, including Czechoslo-
vaid.a, as well. These institutions have oﬁe enduring characteristic; once”

they obtain power thez} use all thelr energy to stay there and fight any

kind of opposition, There is no rooin br energy for change, a bagic cha-

racteristic that is so necessary for creativity.
An ordinary citizen too can have his 'say! about the amount and type

of freedom allowed to an artist. As an example I can point out reactions

to 'Loves of a Blond,!' a movie by the Czech f£ilm director Milo¥ Forman

who established h:hnself.t‘v as a leader of the New Wave in Czechoslovakia in

the mid-sixties. ' ‘

"Lovqs of 'a Blond, according to many, adversely affected the morale
of the young, becauﬁe in one scen;a it revealed to them the state | secret
that during lov;e—makling people usually undress. At tlfiat. time Milo¥ re-

ceived scores of anonymous letters. In one of them the writer threatened

to kill him and 'all the othqr’kikes.,' when we'll once again start doing

43)) exandr I. Solzhenitsyn, The Oak and the Calf: Sketches of Li-
e in the Soviet Union (New York: Harper & Row, Publishers, Inc.,

.1981), p. 459.
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things f:he right way."49 .

In i‘}?é,' in Montreal, just a few days before the Olympic Games, an
.exhibition was installed showing the past and th'e future of Montreal, known
as. "Corridor Art." It was torn down overnight by the order of the City H’ail
and no official explanatlon was given,

In Canadian schools and ‘universities .atuden‘ts ars uéing textbooks
prix'ated in the U.S.A. Also most of art books are written by Americans,
raflecting <hus the Ameri\can point of view, Canadians seem to sverlock o .
these ‘fl‘acts.' Maype they are s:; used to American culture products that they ,'(/:’
have hard time distinguishing between Canadian arrd.) American. It would_not.
.'.have to be detrimental if American was synonymous with good.

‘"We have xfadio, television, movies, a newspaper a day for everybody.

But instead of giving us the best of past and present literature and music,
these media of communication, supplemented by ad\;ertising, £ill the minds

of men with the cheapest/trash, lacking in any sense of reality with sadistic
‘phantasies a half-way cultured person would be embarrassed to entertain

even once in a while."20 \

As a rule movies whether on the Tif or in movie houses have very little
to do 'with everyday life. They aim to amuse, to entertain the viewer. The
movie hero,‘ or shoulg we say the Hollywood hero, is a man capable of super-
human action briﬁging fame, e;:entually financial success é.t the end. |

';Todby eVex{ Americans on the lowest cultural plane have been continual-
ly and systematically subjected to verbal indo:t:trim‘ltion, if by nothing alse

"9Josef Skvorecky, All the Bright Young Men and Women: A Personal Historlr

of the Czech Cinema (Toronto, Ont.: Peter Martin A Associates Limited in aasoc.
with 'Take One' Magazine, 1971), pp. 84-85. .

50Erich Fronm, The Sane. Society (Greenwich, Conn.: Fawcett Publications,
Inc., 1955), pp. 14-15.. :
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than by radio, TV, motion pictures, comic books, mail-order catalogues, an \
direct-sales letters-~agencies that have identified them as objects of their

interest and have studied them with the aim of directing their thoughts and
! . .

4 -

their taste.m51 N

Ruasian movies differ very little from the American ones as far as their
reason for being goes. Their aim is political indoctrination. Thus the R;maian
{no;:ie hero is not a superman but an ordinary man (who every viem;.r can
identify with) capable of great ,deedé of courage in the service of his father-
land. 4 |

T‘Only when sc?ciety has satisfied its material needs can it 'afford?

a free, that is, non-utilitarian, art. Hypnotized by the ideological fﬁnction-
of art in earlier socleties, Marxist tdtalitarianism is blﬁd to the ~in-
fluence of art in democratic societies upon the dynamics of productiori and
upon innovation in science and technology, To the comisa;', the free artist
is guilty of wastingi materials and units of energy on the vanity of 'self-
expression,"5?

The primary concern of a movie producer should be art, the esthetic
value, since film is a form of artistic expression. Yet it 1s not so in
either North America or in Russia. In both cases th§ movie prqduction i§
in 'wrong' hands. In the former it is in the hands of a small group whose
interest is how much the box office is making, in the latterl cage it is
in hands of the étate whose interests are political--an indirect exploit- ’
ation of people in their eve'ryday life. -

I

Similarly in the sport scene in North America we encounter a superman,

5liarold Rosenber , Discovering thes Present: Three Decades in Art,
Culture, and Politics (Chicago: The University of Chicage Press, 1973) p. 126.

52Tbid:, p. 98.
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a supei' hero. Very little attention is given to an gmtfeur tdp world athlets, - E,
except at the time of Olympic Games. And there he has to be the tfirst!?

- and th;e 'bes‘c.: A professional athlete does.not have to be any better than
the amateur to get attention. The dii‘i_‘erenc'e is that he is signing a mmlti- !
million dollar contract that makes big news. The professional athlete gets
interviews, publicity; he is shown how much hve is worth in dollars, If one
is not makiné”money, one is a nobody in the Nprt;h American society. I

This‘promotional trend dictated by mass media is also influencing the
art scene. There too we are loocking for a sensation., Today you are 8 success
~ because you came with something new in response to the endless need for i

change that is a life blood of the art scene, Tomorrow you will have to

produce some'thing different again and better than yesterday. I have heard
so many times people declare that such-and-such art is dead--for exampls,
painting. It is nothing but a ery for change. It is just another artificial

statement looking for a sensational reaction. Some artists that I lmow got 3

¢

caught by this. Who should decide what an artE; should do, the public, the
art critic, or the artist himself? How misguided~is culture here with its 5
fashions! Does’ it really differ otherwise than in subtlety from the totali- ;

3
o

‘tarian dictatorship?

‘"If creation is an issue, it is one in which only negative behavior is

P ]
B

publically feasible, that is, persistent aitack on institutions, ideas, and
‘personalities that are obstacles to creation, But society as a whole produ-

ces and reproduces these obstacles. Even what I's begun with the best inten-

[

tions turns out to be detrimental-—support of art by banks promotes a bank- |
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type art and sé on."23

)

o

53Harold Rosenber s bisco,verin the Present: Three Decades in Art, )
Culture, and Politics % icago: The University of Chicago Press, 1973), p. 12.
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Learning about one's own culture takes about one third of man's life,
/ and it usually requires an enormous ei:;ort to accomplish, Arour;d t:he age | , },
of twenty-five man finishes his studles, starts a new job, gets married ’ ‘

 and has children, His brain stops to be actively involved in learning; he

s

: seems to be satisfied with his accomplishments.
A ; .
: Yet nmdn's tremendous brain has endowed him with a drive ‘
and capacity for learning which appear to be as strong as the [
drive for food or sex. This means that when a middle-ag . :
stops learning he is often left with a great drive and highly ‘
. developed capacities. If he goes to live in another culture, ~
I the learning process is often reactivated.”d ' . :
» ~ At present we educate” people only up to the point where . )
| T they can earn a living and marry; then education ceases alto-
gether, as though a complete mental outfit had been acquired.
The solution of all the remaining complicated problems of life
“is left to the discretion-——and "ignorance-—of the individual.55

* Coming todive in another culture automaticly triggers off an enor- - IR
moué acceleration in learning. The immigrant is forced to learm Secaus'e
‘his survival depends ‘on it. He usual_ly has to do better than the average
_citizen of the new “country. He has to master a new language and & new

. . . ¥
culture. He has to be willing to change and this works to his advantége

1

-

o

because the majority of people around him like to be conservative. "The
.o o disturbing fact is that the vast majority of people, including educated.
and otheérwise sophisticatéd people, find the idea of change so threaten-

’ “ing that they attempt to deny its‘existence."56 e

"It may be that men have developed their conservatism as a necessary

guard against the disﬂpersal of the order they live by. Whatever the cause,

2]

-

"+ 3 . Shiivard T. Hall, The Silent Language (1959; rpt. New York: Anchor
‘ Books, -1973)," p. 30. , ~, ;
J, h ) 55Carl G. Jung, The Development of Personaligz, Bollingen Series XX i

(1954; rpt. U.S.A.: Princeton University Preas, 1974), p. 57.

, 56Alvin Toffler, The Future Shock (New York: Random House, Inc.,
; : 1970), p- 21 ;
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the tendency to distrust th; widest and freest ranging of the mind is ;o
strong that the changes necessaxy ;br the develdpment of human life coufa
not be attained without the effort of the more daring and ingenious of |
mankind."57 |

There are two groups into which all immigrants can be divided. The
first group 1s. going to be unus;ally succesaful‘in whatever area of busi-
ness, poliiics, or science th;y will decide to work. In many instances Q
some of these people became leaders in their fields.

The secand group consists of losers. They will never adapt to the

new culture. They only talk aboutJ:heir dreams and generally do faribelow

the level of an average citizen. ey would do better if they sthyed at

.home since in the new pladé they merely vegetdate or become cynical

"tﬁrbughout the rest of their lives. \

Emigyation brings abquéumany changes which ;einfogce creativity
since change is.one of its charactaristics. "THe creative process is the
process gf change, of develomment, of‘evolution in the organization of
subjective 1life."58 And it is un;voidable that the uncomscious will play
an impoftant role in the creative process since '"the unconsciousvis never
at rest, never stagnant. It lives and works in a stat; of perpetual inter-
action ;ith the conscious. Congcious contents that have lost their inten-
sity, or their actuality, sink into the'unconscious, and this we call for-
gettiﬁg. ConverSely, out of the unconscious, there rise up new ideas and
tendencies whi;h, as they'emerge into consciousness; are known to us as
fantas{es and impulses. The unconscious is the matrix out of which con-

STBrewster Ghiselin, The Creative Process: A Symposium (New York: The
New American Library, Inc., 1952), pp. 23=24.

58Tbid., p. 12.
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sciousness grows; . . ."29

In the depths of the mind, in‘ the unconscious "al_’!. experience of the
organism 1s in some wé& retaingd, even Fhe incalculable‘mn%titude of ex-
periqn;es that never reach the thresﬁg%d of awareness at all,.m60

When a man dﬁanges cultures he learns a new system while the old
cultural system, or at least parts of it become part of the unconscious
or remain on the fringes of consciousness and become thus easily mani-
pulable. 4

"This great psychic reservoir [that unconscious is]is not static like
a letter file, or still like a pond. Certain changes evidently go on in it
cont?nually. + + « in the unconscious psyche and on the fringes of con-
sciousness, change is easier because there the compulsive and inhibiting
effect of system susta;ned by will and attgntion is decreased or ceases.
altogether. Though the system does not dissolve into nothing, it decreases
in/importance, becomes ohly an element in the énconscious psychic

life, . . ."61

\ .
Each one of us was molded by at least one culture and during the
creative process some cultural aspects will surface., As an exﬁmple we can

look at Jackson Pollock, whose approach to canvas, his dripping tech-
t’nique is reminiscent of the Indian sand painters of the West.

The Russian painter Vassily Kandinsky went to Germany where he was
exposed to Expressionism. The influence of this in combination with
Russian folk colors helped him to arrive at a Yer& expreasive personal

590&r1 G. Jung, The Development of Personality, Bollingen Series XX
(1954; rpt. U.S.A.: Princeton University Press, 1974), p. 52.

60Brewster Ghiselin, The Creative Process A ngggg;___(New Yorlk:
The New American Library, Ine., 1952), p. 2;.\ .

61Ipid., p. 22. \

- v ,
i
-
AP 2 IR BN B PR - .
() ¥ i

o



67 - -

si‘.yie_. The Armenian-A. Gorky had emigrated to the U.S.A. and fram h:is
un;:onsci,ous emerde the "Garden in Soc};i." In Hofmann's work a strong
pfeaence of German colors can be felt. And in th'q case of de Kooning; it

is tl;xe ambiguity of his work—-academlic training and free experimenting;
control and chaos. It seems in retrospect that ;.t. was the immigrants who * N
were responsible for the creation Aofﬂ the modern American art scene. These
artists were btinging their past éxpérie;mces and with the onrush of a new |
culture‘ they crested original works of art.

This process does not happen ;avemigtxt. New configurations appear -

on the fringes of conscioﬁaness as new knowledge is being gradually
‘facquired and since ﬁew knowledge is daily forced upon the #rtist, he

keeps struggling. He has to, for he has to translate the new system into
“his own language. Thus chax:xge of culture may be viewed as a driving i‘ort‘:e,-; .

i

‘and unconscious p1st a key role in this process.

: 5 5 ..
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