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ABSTRACT

A Phenomenological Approach to Understanding Printmaking Processes and
Their Applications to Art Education.

Momtaz Ghalamzan

This thesis discusses the processes of creating visually coherent art objects by
means of engaging one’s cognitive, intellectual and emotional faculties and experiences.
Its approach to art education based on an understanding of the art educator’s personal
experience in the process of art making. Using phenomenological and experiential
methods of teaching to validate inquiry into one’s personal subjective experience, it
functions as a qualitative research tool which can be applied to the investigation of
teaching methods.

This thesis is a documentation of recorded self-examination through five
progressive sessions of art making. Each session investigate different forms of
printmaking and their role in creating images. Session 1 investigates use of lithography
in picture making; Session 2 is an application of intaglio; Session 3 an application
monotype; Session 4 and 5 involves advance lithography and role of digital and computer

generated imagery in lithography.

it
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INTRODUCTION

I'have worked and studied in the field of fine arts and related academic studies for
the past twenty-five years. My career in art started as an artist. As a studio artist, I
wanted to express myself in a meaningful way, and 1 felt my produced images lacked the
visual potency I was seeking. On the other hand for many years the process of making
art was beneficial to me intellectually, emotionally and academically. In this regard, I
wanted to share this experience to others. [also felt isolated working in the studio by
myself, and not having contact with other people and a larger intellectual community.

I entered the art education program after finishing my Master’s in Art Therapy
and gaining two years experience in the mental health field. My goal from the start of my
art education program was to learn how to bring the experience of doing art to the public
in a way that would be meaningful and beneficial in helping people understand and
express themselves. In this respect sharing the benefits of the process of art making with
others, without focusing on the quality of the product, became a salient direction of
investigation for me.

I wanted to share my experience with people not by focusing on finished products
but by helping them learn to use the language, knowledge and. principles of visual arts.
Rydzewski (1967) makes a comparison between visual language and writers use of verbal
language and explains

Whereas writers arrange sequences of words to evoke emotion and atmosphere,

define character and seek to achieve a flow of sentences which have rhythm,

variety, unity and balance, so artists use their visual language to express the

content of their ideas in works of art” (p. 6).



Developing images and visual language can be a means for people to express
insights publicly and a way to encourage them to experience the benefits of the artistic
process. This idea became a core source of research and investigation throughout my
Master’s in Art Education program at Concordia University.

Prior to the Art Education program, to understand my involvement in artistic
practices, I had studied and practiced in the field of art therapy. I thought it might be a
way to use art in a practical way, to better understand art making and its properties and
possibilities. As part of my practice, I observed people making and utilizing visual art.
Typically, people expressed a lack of confidence when they would attempt to engage in
art making. The phrase, “I cannot make a straight line,” was common. Visual language
was foreign and difficult for people to use to articulate their ideas even though they
seemed inspired to do so.

Using the process of art making in a therapeutic milieu was also frequently over-
ridden by psychological and clinical limitations. Many art therapists face this disregard
for knowledge of artistic process in clinical and therapeutic settings when attempting to
apply the intrinsic quality of artistic practices as a way of self-understanding. Allen
(1995), an art therapist and psychologist, wrote an article on the benefits of an "open
studio” and explained how creative process inherent in artistic language and process has
been defeated by the time limits and sterile settings of clinical context (p. 164).

After beginning my full time study in the Master’s program in Art Education at
Concordia, my studio courses permitted me to create art and communicate my ideas and
concerns in visual terms. Through introspection, methodical observation and analysis of

my art work, I became more aware of the processes necessary to create art objects.



Particularly helpful to me was the initial instruction of Stan Horner who instigated an
mvestigation of my subjective experience and its expression through the theme of
“exteriority and interiority” in first Studio Inquiry course. I felt that a close investigation
of the creative process I used in making art helped me to understand what might be
needed to encourage others to come to the same understanding and to some degree of
confidence in their ability to express themselves through art.

This idea of “artist as teacher” and the effects of engagement in the creative
process has been extensively researched and studied. One thesis study that strongly
influenced my direction and caused me to focus on my own artistic process was by
Caldareri (1996) who made detailed studies of her own art making and how it affected
her ability to understand her students. She used a model of the experiential learning
process by which subjective experiences were analyzed, and this, in turn, led to concrete
results about in understanding herself and her students.

I worked closely with different instructors and realized how important it is to
provide a method of teaching art that employs personal experience without over
burdening people with prescribed instruction. As Nemett (1991) explains, the artist's
conception "which is part of the creative process, refers to the intentions, ideas, and
underlying emotions that generate a work of art" (p. 5).

The Phenomenological teaching philosophy, also supports personal experience as
a valid venue to gather knowledge in a selected field of study. The systematic study of
my art making processes throughout this thesis is a demonstration of my experience and
involvement in my own artistic and creative process. I came to witness the progression

and transformation in my art works. By responding to subtleties of my experiences, 1



became aware of my subjective experience. These subjective experiences can be used as
a creative source, perhaps leading to the acquisition of self-knowledge, a process that
many people might find useful and worthwhile.

PHENOMENOLOGY AND ITS RELEVANCE TO ARTISTIC PROCESS AND

EDUCATION

I decided to use phenomenology as a basis for my teaching method in art because it
supports the use of subjective experience, introspection and reflective inquiry as an
approach to pedagogy. In this paper, I create a working definition of this approach and
elucidate how and why it can be applied as a research method for this thesis and for art
education research more broadly. Next, I explain the basic tenets of this philosophy and
its use in art-education. I also describe how the analysis of artistic process and the use of
arecorded diary based on subjective experience can be used in phenomenological method
of teaching.

Phenomenclogy

To fully elucidate the philosophy of phenomenology is beyond the scope of this thesis,
and I note that a vast amount of literature has been devoted to this subject. Its
advantages, however, as Paleologos (1976) points out, can be summarized as a "fresh and
practical approach for dealing with concretely experienced phenomena as free as possible
of hypothetical presuppositions” (p. 259). Paleologos sees the merit in this method
residing in its use of experience as the basis for forming a particular concept.

Soren Kierkgaard founded this view; other principle exponents have included

Husserl, Sarte, Merleau-Ponty and Louvain. These philosophers all question what is



human condition, and search for an ideal equilibrium. In describing existential
phenomenology, Luijpen (1969) defines this equilibrium in the following terms:
This philosophy knows how to retain the values perceived by both the materialists
and the spiritualists, without falling into the one-sidedness of either system. It is
in the use of the term ’existence,” which expresses one of the most fundamental
essential characteristics of man, that this balanced vision of man is, as it were
crystallized. (p. 35)
According to Luijpen (1969) phenomenology “is a personal affair, a questioning
and answering of man himself” (p. 19). He further expounds as follows:
A theory of knowledge is a philosophical conviction. He who proposes a theory
of knowledge which is in principle ‘complete,” cannot avoid proposing at the
same time also a theory of reality which is in principle ‘complete.” For no matter
how one wishes to define knowledge, there is no escape from admitting that
knowledge, unlike dreaming, fancying or hallucinating, is a disclosure of reality.
(P. 18)
Phenomenological philosophy is an approach that examines the basic conditions
of subjective experience. Phenomenological philosophy is:
...best understood as a method of philosophical investigation, phenomenology
seeks to articulate invariant structures of experience that govern the course of our
awareness. Phenomenological philosophy examines present awareness, subjective
experience within the sphere of consciousness is what we have to work with. It
creates a structure that provides our basic abilities to know and act upon the

world. (Chambliss, 1996, p. 450).



Phenomenology supports total human experience: physical, emotional and
cognitive. Pappas (1970) suggests:

Phenomenology is the study of essences: and according to it, all problems amount

to finding definitions of essences: the essence of perception, or the essence of

consciousness, for example... The concept ‘attention’ as we will be using it is
synonymous with word "consciousness’ as used by phenomenologists such

Merleau-Ponty, Husserl, Heidegger, and Sartre. If we take the basic tenet of

phenomenology, i.e. "Consciousness’ is always consciousness of something,” and

substitute “attention’ for consciousness,” we have the basic assumption *Attention

is always attention to something.” (p. 466)

Pappas (1970) further explains that this attention or consciousness is “subjective
and objective”. He states that subjective experience cannot be publicly expressed. He
expounds that subjective phenomena reside in the realm of sensations, intuitions and
emotions, while objectively one can share the subjective experience in the resulted
objects produced, as with a work of art. Then subjective experience can be shared - and
one’s personal experience gets validated. This means the expression of that subjectivity is
free from objective controls and self-consciousness (p. 468).

Art Education, Artistic Process and Phenomenology

The theory and philosophy of teaching, in general, are in constant change; the
fixed component is one’s subjective experience in response to objective and observed
phenomena. This is what teachers need to attend to in regards to their teaching approach.
With this in mind, an educator needs to have an up-to-date method supported by his/her

teaching philosophy. The history of art education testifies to the constant shift of



ideologies which has evolved. Examples include aesthetic traditions such as: Mimetic
(Learning is by imitation), Pragmatic (Learning is instrumental), Expressive (Learning is
emotional growth), Formalist (Learning is concept attainment) (Neperud, 1995. P. 23).
Clark (1996) labels this phenomena of paradigm shift as “post-paradigmatic” or “constant
flux” (p. 65).

Teaching theory is a process that needs to be adjusted according to the needs of
students and available context. One can revise one’s approach by introspection and close
attention to the dynamics of this situation. With regard to the phenomenological
approach, Caldareri (1996) describes, as follows, her understanding of an experiential
phenomenology teaching method by the way of reflective inquiry:

...A systematic process of looking at a sequence of actions or experiences,

describing and outlining the events as they happened, recording what went on,

recording the changes that were made in the process, and recording what the
outcomes of interactive experiences were... until a satisfactory answer or result is

found. (P.19)

McCoy (1970) explains how the existential-phenomenological teaching method in
art education supports self-reflection and the awareness of the personal subjective
experience of student and teacher. He explains that a teaching method derived from this
theory has a “unique potential” for increasing the student-teacher “empathy”. He
suggests adopting teaching methods for the creation of art objects, which utilize an
existential-phenomenological approach to create a total aesthetic event. This aesthetic
event “‘expresses individually discovered value-truths as beauty in a communicative art

product” (p. 1).



McCoy (1970) also writes that the phenomenological teaching method supports
the use of subjective experience as a qualitative research method. Phenomenological
description and reflective introspection offer an explanation of artistic process and
creative activity and their place in art education. Such a method of teaching helps
teachers assist their students in finding a deeper understanding of themselves through the
actual experience of feeling and thinking. The teacher acts as a provocateur of those
experiences, which helps students access the awareness of their own perceptions (p. 8).
McCoy (1970), in this study of the phenomenological approach to art education,
examines acquired knowledge on experiential investigation as such: "Knowledge, then,
becomes comprehension of self-in-the world” (p. 83). He believes that the primal source
of knowledge is one's inner self. He feels that the nature of knowledge is that it is never
final and changes from moment to moment. He explains:

In contrast to the experimentalist approach to knowledge, existentialist thought

prefers a solution originating in the aesthetic, moral and emotional self.... the

existentialist prefers to cultivate the affective side of man his capacity to love,
appreciate, become involved with, and respond emotionally to, the world around
him. The existentialist is less concerned with gathering factual evidence because
he knows the source of much of that evidence resting as it does in universals. He
is more concerned with what individual man does with the evidence, even if he is
condemned to live in constant anguish and doubt as to whether his choices were

the right one. (p. 83)

He further explains that truth is a “positive affirmation of self” while the opposite

would be conforming to predetermined norms and “following the crowd.”



In this thesis, I intend to show how I made use of my art making and its related
process to create a visually coherent art object. When I engage in the process of art
making, I feel the intensity of my total experience engaging my cognitive, intellectual
and emotional faculties. Ibelieve that understanding my own process in making images
can be a tool in my art teaching. Knowing that the phenomenological and experiential
methods of teaching validate inquiry into one’s personal experience encourages me to use
these tenets as the basis of my research. The use of experiential description, in particular,
allows me to document and analyze my creative activity; in the future, it will enable me
to investigate my active teaching practice.

The use of self-examination during the progressive stages of my art making is
similar to what Paleologos (1976) describes as ” the method of perceiving and carving
descriptive meanings out of a series of events” (p. 16). He explains that for
understanding a series of events as they evolve, “Phenomenological description and
reflective introspection can join together in providing the richest possible basis for
analysis according to the contextualist categories” (p. 296).

As research tools, recorded diaries of picture making can be a way to have a close
look at an individual’s artistic process as a series of events. Artistic process and art
making are based on subjective experience. The validity of subjective experience and its
applicability have been explained through the phenomenological experiential
investigation. This validity is related to a qualitative sense of perception and the
possibilities of truth concerning values and affective relations of the individual's
existence among others. Through self-investigation one becomes aware of one's existence

in the context of contemporary events, society, and culture.



To provide a personal example, through my art making I became aware of the
influences of my culture-of-origin and my identity as an Iranian woman. Living in
Western society for many years, | had seemingly forgotten the rich imagery and art that I
grew up with. My final picture discussed in this thesis, for example, is a testament of my
experience of conflicting cultures and adjustment to my present cultural setting, which is
a superimposition of past and present signs and symbols.

My study is structured in a manner similar to an article "Creating a Research in
the Studio” by Herivel (1997) who explains how her autobiographical and personal
subjective experiences, which were documented in her diaries, were a source for her
research. She explains, "My objective was to discover what it meant to experience the
process of being immersed in the discipline of visual art making" (p. 57). This leads her
to the contemplation of her identity and deeper self-understanding. Her recorded notes
become a source for her ideas and aid the development of concepts in her later images.

The artistic statement can similarly serve as a model for teachers to record their
mteraction with learners in teaching situations. Similar to Herivel (1997), Caldareri
(1996) in preparing for her thesis uses, in addition to her diaries and self reflective
inquiries, recorded notes of her students' creative activity in classroom; she makes a
comparison between the two. These recorded diaries, also become a means to
conceptualize ideas for her finished pictures. Using an experiential/phenomenological
investigation, she deduces that, "the process I went through in creating an art work gave

direct insight into what my students went through as they also created their own art work”

(.- 3).

10



She explains how her disposition influenced her pictures. In addition to
documenting her techniques and materials, her journals document her experiences of
artistic process and include her sensory data, feelings, intuition and imagination. She
explains that “these data helped her better understand her students' activity, which would
not have been possible from a theoretical point of view, but from understanding the
experience of creating art" ( Caldareri 1996, p. 4, 7). She also explains how subjective
and autobiographical awareness enables her to authentically embrace and transcend her
background. This, she claims, enriches her practice as an art-teacher and artist.
“Curiosity about self can empower curiosity about the world” (p. 8, 9).

While T have used a phenomenological approach to my own studio practice I have
yet to apply it to teaching art. Caldareri (1996) did have experience using
phenomenological approach applied to studio practice and experiential teaching. She
found that:

Existential learning theory offers a fundamentally different view of the learning

process from that of the behavioral theories of learning based on an empirical

epistemology or the more implicit theories of learning that underlie traditional
educational methods, methods that for the most part are based on a rational,
idealist epistemology. From this different perspective emerge some very different
prescriptions for the conduct of education, the proper relationships among

learning, work, and other life activities, and the creation of knowledge itself. (p.

16)

The phenomenological theory applies to the particular activity of an artist who,

through his/her creative actions, gives an objective form to their inner experiences
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leading to understanding and knowledge of a task at hand. A teacher-artist elicits these
responses from students; this in turn encourages attitudinal changes toward self and
others. These subjective experiences can be a source of investigation as well as a research
tool.

In the field of art education, one needs to make the experience of art, as Prentice
(1995) claims, "the heart of study of art education” (p. 9). A prominent aspect in making
art used by artists is to develop their work by the extensive doing, redoing and reflective
inquiry. This generates an image that is different and reveals a unique view of the world.
It is the reflective or experiential element in art making which helps an artist progress in

making statements about contemporary events or experiences. Read (1956) in his book

Art and Society explains:
Ideas, and all the rational superstructure of the mind, can be conveyed by the
instruments of thought or science; but those deeper intuitions of the mind, which
are neither rational or economic, but which nevertheless exercise a changeless and
eternal influence on successive generation of men--these are accessible only to the
mystic and the artist, and only the artist can give them objective representation.
(.- 95)
In the process of artistic activity one can concretely express the totality of one’s
inner life experience of phenomenon. This inner life includes emotion as well as
cognition and intellectual faculties. The artists present to the viewer social and historical

constructions of their personal observations. Dewey (1934) in Art as Experience

addressed the relationship between idea and the means of expression:
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What most of us lack...is not the inceptive emotion nor yet merely technical skill

in execution. It is the capacity to work a vague idea and emotion over into terms

of some definite medium...between conception and bringing to birth there lies a

long period of gestation. During this period the material of emotion and idea is as

much transformed through acting and being acted upon by objective material as
the latter undergoes modification when it becomes a medium of expression... the
physical process develops imagination, while imagination is conceived in terms of

concrete material. (pv. 34)

In support of artistic process, Schaefer (1950) explained that in typical
educational settings, a person’s need for creative experience is annihilated in favor of the
accumulation of knowledge and intellectual materialism. He stated that artistic activity is
based on a person’s visual conception and uses the whole personality engaging all
physical and mental energies in balance and coordination. He further explained:

With the growing ability of visual conceiving, the work to be achieved grows

also, within its structure, organically, stage by stage, from simple to more

complex organizations of form. As each phase of development matures, it
prepares thoroughly the ground for the manifestation of the next phase; that is, the

principle of natural growth underlies the entire pedagogical procedure. (p. 27)

By using the artistic process as a teaching methodology the artist/teacher avoids
falling into a stereotypical teaching method that relies solely on what has been done
before. An artistic statement is an individual’s unique perception of the world that cannot

be generalized, a point that distinguishes art from some other academic disciplines.
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Every person who engages in artistic process develops a personal theory about their
understanding of their surroundings that needs to be acknowledged.

A pedagogy that is based on one’s personal artistic practice leads to a
methodology that encourages transformation of personal subjective experience into
creative expression. Sacca (1989) discerns that historically "art educators develop few
typologies of their own. They borrow primarily from the social sciences, in which types
have been developed for purposes other than art education” (p. 58). She seesas a
problem art educators’ use “of types irrelevant to artistic worth and artistic experience”
(p. 58)

Artistic activity has the important characteristic of allowing development and
practice of individual creativity. Brady and English (1993) explain that creativity stems
from the process of creation itself, which is generated within the intuitive faculties (Brady
& English, 1993 p. 39). The authors further explain that:

Creativity is fundamentally an individual act in which images generated through

distillation from the world of experience are internalized as mental concepts and

then project outwardly toward realization as material manifestations of these
images. This process resides within the intuitive mode of knowing as a process of
distillation, internalization and intention at the tacit level of the conceptual; the
essential. The tacit nature of intuition within the creative process is emphasized
because at the conceptual level there exists only formal intention, while form

itself remains silent; form is not expressed or declared openly, but is implied. (p.

40)

14



They described two faculties functioning in creative process: intuition and
intellect (or critical thinking). In the experiential-phenomenological mode of learning
and teaching the emotional, intellectual and personal understanding of the individual is
encouraged. By facilitating the use of emotional and critical faculties as the basis of
creative activity, the educator can apply the basic tenet of this theory, which is the use of
personal experience. According to Prentice (1995):

The profoundly personal nature of the learning process has generally gone

unrecognized in traditional educational accounts. Concomitantly, traditional

teaching methods tend to ride roughshod over the delicate, vulnerable human
responses involved in truly personal learning. A practitioner of experiential
methods cannot, of course, disregard these features, since the basis of such
methods is an assumption that meaningful learning is integral with the personal

identity of the learner. (p. 24)

This self-revealing artistic experience, as I came to realize through my own
process of art making, is a documentation of creative process that would be worthwhile to
promote in the field of art education. As Abbs (1989) states:

One of the terms essential to any understanding of education must be that of

creativity. The word has come to denote a disposition of mind, which is

experimental, engaged, a particular kind of teaching and learning where the
results cannot be comprehended in advance of the process. Isn't the educated

mind the creative mind? (p. 1)
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PROCESS OF ART MAKING

As I investigated phenomenological processes and their application to art
education, I discovered the MA thesis by Seewalt (1999). A student of Stan Horner,
Margaret Seewalt expounds on the process of her art making through a series of
photographs that formed a narrative of her personal experience. Seewalt’s (1999)
personal narrative was first the theme of her photograph exhibition, and later it became a
method that she used to encourage her students to follow in the process of book making.
Her work provided me with a point of departure. She states:

Explaining the importance of narrative enables students to tell their story through

their creative process. This allows for the existence of a ‘guest ¢ and  host’

relationship, between the teacher and student, and between the student and the art

piece that is being created. (p. 40)

Exploration of Artistic Process

The investigation of my own artistic process and its analysis began while I was
taking Stan Horner’s Studio Inquiry courses. I decided to use printmaking as a way of
approaching the series of pictures I produced. In this thesis I divide my art process into
five sessions; the discussion of each session is then subdivided into the following four
topics: a) forming theme and idea, b) application of a particular media, ¢) use of a
technical medium and d) reflective process or critical analysis.

SESSION 1

Forming Theme and Idea into Visual Expression

The first image I produced came as the result of instruction I received from Stan

Horner at Concordia University. He phrased it as “Interiority and Exteriority”, a theme
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that I heard for the first time in the course 1 was taking with Stan Horner, called Studio
Inquiry at beginning of my Master’s in Art Education program. The first thought that
occurred to me was to become the impetus of all the images that would pop into my
attention. Even though these images were {ransitory and non-substantial, they had the
definitive characteristic of a projected picture. I felt I could concretize these pictures by
elaborating their presence. These pictures resembled fleeting images in my dreams, with
the difference being that I was in control of what I wanted to do with them. I became
conscious of their existence by reflecting on Stan Horner’s instructions.

While commuting from Vermont to Montreal I tried to pay attention to one
particular picture that would come to my attention. A picture of mother and daughter
walking toward an arch like structure (Figure 1.1). 1tried to project other accompanying
images. The child was holding a doli. Then I visualized flashes of color as if looking at
old picture that would shimmer with retouched fluorescent blue and red coloring.

Homer’s (1989) instruction regarding interiority/exteriority is a paradigm that he
developed through many years of teaching and artistic practice. This induced a spark of
imagery that goes through eight phases. Phase 1 Seewalt (1999) explains: “...the
dialogue of the "inner/outer images’, inner being anything imaged and outer being what
can be materialized.” (Horner, 1989, as cited in Seewalt p. 6) She elaborate further
“This initial idea is obtained by allowing the flow of one’s desires and being as open to
all possible ideas, thoughts, images and impressions. It is during this stage that the inner

image is formed” (Seewalt 1999, p. 6).
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Figure 1.1 Untitled

Phase 2 , “Remembering”, is a projection of “inner image into the exterior world”,
Horner (1989) explains “It is this remembered inner object/image/event as experienced
that can now, in the second phase, be transformed through haptic/auditory/visual
language into an outer object/image/event”. Phase 3, “Reflecting”, a process of
distancing from an inner experience and engaging “with object and/or event as a
mirroring process”. Phase 4, “Revealing”, it is a process of releasing a work of art into

the public domain (Horner, as cited in Seewalt p. 7).
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Phase 5, “Describing”, is a more objective understanding of the work whereby a
work of art is named and decontextualized. Phase 6, “Structuring”, Horner (1989)
suggests that “structuring tries to reveal the underlying patterns of space and systems of
time, to make explicit the context that lies hidden behind the proliferation of surface
details”. Phase 7 “Interpreting and/or Conceptualizing”, refers to a work of art works as
“social discourse” or an objectifying of the subjective experience (Horner, as cited in
Seewalt p. 10). “Retro-activating and/or Theorizing”, phase 8, Seewalt (1999), explains
as follows: “At this phase work is not judged, but rather the interpretation made by other
viewers is considered in relation to one’s own. It is at this point that a viewer’s personal
response in a culturally context validates or transforms their own reading of the work.”
(p. 10).

I'tried to project my inner images to my paper with drawing materials. The
images of arched architecture and Middle Eastern “bazaars like” structured formed to
engulf the two central figures. The mother was looking at daughter and they both
walked with a purpose. The whole surface became animated and was charged with
intensity of interaction of black rich material on a rag paper. The clothes of both figures
were flowing, the profile of mother looks at the child with longing and seemingly the
child is following with unconditional trust. I felt hesitant and tried to fill the rest of the
surface with different marks to express the intensity of emotion that was provoked.

This initial picture became an inspiration for the remaining series of drawings I
produced in that session. Being a parent, I started becoming interested in the visual
impact that other parents portray, the way parents position themselves in relation to their

children. The whole playground scene became visually vivid and a source of artistic
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visual expression (Figure 1.2). The way parents wait for their children and the way they
hold them and carry them. I found a common human experience among all the parents’
behavior in relation to their offspring that formed a unified universal ritualistic
experience.

I tried to form a collage of various imagery that I felt drawn to. Later I used the
sketches, and edited the pictures to create lithography. The subsequent ideas included a
self-portrait, the picture of classical Raphael-like Madonna holding a child in a triptych,

Venus of Willendorf, Leonardo da Vinci’s Mona Lisa (Figures 1.3,1.4) and finally

Michelangelo’s David (Figure 1-5). All the images became somehow related to each.
Aside from Michelangelo’s David, who stands apart, all the other images evoke theme of
women-hood in different roles.

The prominent background in each of pictures contained a vaulted arch structure
possibly an archetypal form. I spent hours try to find these images at the library
regarding their symbolic implication. These internal pictures contained in each became
sources of aesthetic, physical, and objective projected art forms, that is many elaboration
as that my imagination could develop. I can see how each one of these pictures could

lead to further investigation and implication that could last for years of art making.
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Figure 1.2 Untitled
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Figure 1.3 Self Portrait

Figure 1.4 Untitled
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Figure 1.5 David

I can relate this sequential process of objectified internal imagery, to Horner’s
{1967) itemized artistic in process, which includes:
1. The experience of life enables the 2. Perception of existing art which may lead
to the 3. Creation of new art via the 4. Visual elements combined according to 5.
Structural principles to give 6. Ideals, imagining, truths, realities a metaphoric
existence in an actual physical 7. Art objects which stores the potential interaction
that is 8. Visual form latent until 9. Funded perception accumulates to enable the
10. Aesthetic experience, reaction to, participation in, identification with, the
metaphoric transformation this time forming the 11. Aesthetic structure which

persists even after into the 12. Experience of life. (p. 5)
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Application of the Medium: Drawing

The emotional intensity of the initial image in this thesis manifests itself in two
animated figures placed centrally in the middle of an 18 x 24 inches paper (Figure 1.1).
The picture seems unfinished; the marks are random and playful. The forms are not
developed and lack definition even though the surface is energized by pressured black
oily marks. An arched vaulted structure does not have the definition I was looking for.
The pictures seemed flat. I felt hesitant as how to treat the visual element, and I saw
myself as out of practice.

In these pictures I wanted to, as Langer (1957) describes, create “a pictorial
space.” Her definition is stated as, “Pictorial space is a symbolic space, and its visual
organization is a symbol of vital feeling” (p. 35). Langer points to virtual space that she
calls primary illusion as applied to painting. “...it is what the artist makes first, before he
creates forms in it—it comes with the lines and colors, not before them--but because it is
what is always created in a work of pictorial art” (p. 35).

The configuration of this series of drawings became a means of investigation for
my work in this medium, that has a parallel in the work of Kenneth Beittel (1973). He
created a drawing lab where he ;encouraged individuals to examine their drawing series
along with their notes to explore their progression or process. Beittel describes the
individual’s artistic serial as:

Within existential or experiential frame of reference, are a historical, cutting

across patterns of a lineal time stream. The artistic serial seen as proactive [and

not a reduction of need], concatenates a crazy path, evokes a dream-like vision

which we can interpret, if at all, only in humility and with trembling, and I have
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argued, only face-to-face with the artist in a relationship wherein he can evoke his

own peculiarly a historical memory of his stream of consciousness in the

expressive act. (p. 56)

With regard to the series of drawings I have shown (Figure 1.1 through 1.8), I
simply was dissatisfied with their quality. I felt rusty in developing the visual language
that would express the content of my ideas. Rydzewski (1967) makes a comparison
between a poet and visual artist. A writer or poet uses verbal language, while, visual
artist employs visual language to evoke emotion and atmosphere. She explains that
visual grammar referred to as form includes: line, shape, color, tone and texture
(Rydzwski, 1967, p. 6). The visual language seemed tentative in my pictures, showing a
lack of practice in the method of drawing. The lines and marks are random, and shapes
are not developed. The texture and tonal values seem incomplete.

I tried to resolve this problem and understand my drawing by sketching and
attending model drawing open studios that were provided by the Studio Arts Department,
I spent more time on observational drawing. Paul Klee’s theory of pictorial form and
pedagogy encourages close contact with nature’s observation and discourages “ a
collection of stylistic and technical rules.” He believed in a theory of “introspective
analysis, which the artist engages in during his work and in the light of the experience of
reality, which comes to him in the course of his work™ (Spiller, 1978, p. 11). This is the
kind of analysis I was attempting, and I continued this work in my exploration of

lithography.
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Use of Lithography as Medium

The series of pictures discussed in the previous section became the subject of my
practice in printmaking. Being dissatisfied with my drawing, I tried to enhance quality of
these series of drawing through the use of lithography. The yellow lime stone and black
oily litho-crayon enhanced the feeling that I wanted to express in the image I was
attempting to create. “It is a good size stone,” the instructor said. I felt tentative, I was
doubting that I could get a print by combining this rich black with wet stone to produce
final image. The instructor assured me that I would remember the whole process, that I
learned at undergraduate level, particularly because I had specialized in printmaking, and
my major studio work was lithography.

The instructor guided me as to how to handle the medium to achieve a positive
result. She instructed me on how to mix the combination of nitric acid and gum arabic in
order to preserve the deep black and gradation of gray hue.

For the first image, [ used a small yellow limestone that was 9 x 12”. The size
and format of the stone helped me to have more control over the marks I was making. I
did not feel overwheimed as how to treat the different parts of my image, as lithography
crayon has the same properties as a drawing material. For this picture, I made a direct
drawing based on my sketch. The final outcome became the reverse of my initial picture
and visually made more sense (Figure 1.5). Because I am Iranian and my written native
language, Persian, reads right to left, the design of my picture somehow looked better in
reverse.

For the remainder of the series, | combined photocopies of found pictures. Then I

created a collage and tried to sketch it on my stone (Figure 1.7). I felt more confident
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about handling of the medium in lithography and played around with the ratio of nitric
acid to gum arabic, creating texture by this handling of the lithographic process. I tried to
work directly on the stone by scratching and honing the stone, a way to create unexpected
and accidental marks in lithography. Finally, I partially abandoned the sketches and tried
to work directly on the stone. I particularly liked working with the highly oily black

crayon and its resulting

Figure 1.6 First Litho Interpretation
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Figure 1.7 Untitled

effect. Very soon I was able to recall most of the technical aspects involved in handling
lithography.

Reflective Process

The first picture (Figure 10.1) is the most dynamic and expressive, and it is
closely related to my experience when [ started my graduate art education studies. I was
commuting many hours every week and I had to be apart from my daughter, which
created questions and conflicts for me. These initial and subsequent pictures are related to
my motherhood and also my role as an educated woman who is striving to break away

from traditional roles.



The centrally positioned figures are the most developed and defined in this
drawing. The feelings of conflict are most visible in the handling of lines, which are
jagged and placed diagonally. The contour of shapes are not by tonal values but
separated by lines, and the juxtaposition of shapes do not define each other.

The sketch of my self portrait is left half-finished in a vault like structure (Figure
1.3), the surface of this structure defined by lines not by texture and tonal values. The
collage seems to say a story by juxtaposition of several different images that evoke

motherhood and femininity (Figures 1.3 and 1.4). The Venus of Willendorf (Upper right

in Figure 1.4) is the most defined image showing the archetypal female element. The
central theme of mother and child can be seen in the picture of Madonna and child placed
in the middle. This central figure is surrounded by other contemporary mother figures,

Mona Lisa, my self-portrait and Venus of Willendorf (Figures 1.3 and 1.6).

I was able to manage the visual elements in my pictures by reducing the size of
the surface of my drawing. This gave my picture greater aesthetic cohesion. The final
picture, inspired by Michelangelo’s David (Figure 1.8), I felt drawn to for the mere
aesthetic pleasure that is contained in its ultimate visually unity. However, I could not
relate this final image in my series, to any significant event in my life; its configuration
seemed to have moved ability my reason of knowing. Moving beyond my ability of
knowing is similar to Langer’s (1958) description of an artists’ process:

He contemplates a work of art, inhabit(s) a world with an intense and peculiar

significance of its own; that significance is unrelated to the significance of life. In

this world the emotions of life find no place. It is a world with emotions of its

own. (p. 38)
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Langer (1958) further explains the aesthetic experience “ The aesthetic percipient
is interested in colors and shapes, sounds and tunes and harmonies, because they appear
to him to express what cannot literally be contained in their make-up as mere existents”
(p. 43). To me, Langer’s description is related to my new phase of engagement.

SESSION 2
Forming Theme and Idea into Visual Expression

In this next session, the process of my art making, regarding approaching the
theme and ideas of these series of pictures, is directly related to the previous session.
Responding to the inquiry of my instructor, I carried on the work that I already had in
progress, which was to further develop my last print from lithography, the image of
Michelangelo’s David (Figure 1.8) and the one picture from my collage lithograph. In

the collage I was mainly drawn to the Venus of Willendorf (Figure 1.4). I made several

photocopies of this figure, and I placed it centrally in an enclosed, vault-like structure,

similar to a shrine. This structure changed the figure into something more like an icon.

Michelangelo’s David, to me, represents an archetype male figure. I used this image

along with the Venus of Willendorf throughout this session and tried to modify and

repeat it with the aid of a photocopy machine and computer aided drawing.

As an undergraduate 1 had completed several credits in intaglio. Since I had not
worked in intaglio since 1980, I was out of practice in using this technique independently.
I worked with the instructor who was teaching an undergraduate course in the intaglio
studio. With the permission of the instructor, I participated in this class for the purpose of

re-familiarizing myself with this medium.
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