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. ABSTRACT

‘

A STUDY OF THE STUDENTS' ASSESSMENTS OF THEIR CREATIVITY AND SELF-STUDY
EXPERIENCES: RELATIONSHIPS BETWEEN SELF-STUDY AND CREATIVITY
' 2
Mary Alemany-Galway 'X

The purpose of thig study was to examine the relation between self-
{

study and creativity. The author's belief was that, through the self-
study, the students gained greate‘léccess to their feelings and therefore’

to thelr creativity. p

The writer interviewed 15 students (six males and nine females)

between the ages of 18 and 22, registered at the New School of Dawson

»College, to determine their subjective experiences of the®Self-study
4

. Program and to determine how these related to their experiences in the
Creative Arts Program. The New School's educational philosophy is based

on the humanistic psychology of A. H. Maslow and stresses.self-study as a

means of fostering personal growth and assisting the students to determine

>

|
their own educational goals.

My hypothesis was that there would be a positive relationship between
thelr assessment of their self-study experiences and their evaluation of
___ftheir creatlve arts experiences.
In my opinion, the relationship oé self-gtudy to creativity in art
- education is an important one, as it affects the question of what kind of
methodology the art teacher will use in t;e classroom. It is importanf
in teaching art to know if dealing with the student'; emotional'life will
improvs his/her creativity: This study examines the,relatio@bhip

. between the student's evaluation of his/her self-study and the evaluation

of hib/he; creativity; further research might analyze the interacﬁion

.

4
- between the two and attempt to isolate causal factors.

~ -




TS

PRI Xk LRI an "

.
. e
i ’
.;/ S
. -

. \\ TABLE OF CONTENTS

T,

Introduction-aﬁg finitions // e /7
Summary of Research in thié Area
Method of Research

The Coﬁféxt: The New School

Ba;kgroupd Reading ' R
The Vaiidity f Self-study . ' N
Defiﬁttions of Creativity’ ~ :

How the Mi#d unctions. in the Creative\Process

The Creative PFrsonality '
Creativity andfthe Neurotic Pr;cess . ’
Psychotherapy and the Healthy Person's Creativity
Courage in'Cregtivity and éelf;study

Implications for Art Egucation ? |

¢

The .Research Project
‘Method ~ ,
Résults -

Synopsis/ of the Intervievs

Students' Negative and Positive Feelihgs-about
Se1f7étudy and Creativity

In-depth Analysis of Selected Interviews
Interview no. 1
Interview no. 2

Interview no. 3 .

Discussion

References

N

e e e e = e

+ 23,

e Ltk g o o bt

13 .

14
17

19

25

56
63,

72 -

75



- 1 -t
MU -
- @0
~
- N &vn
: 9
»
. h f - v
3
i . -
B . R
< .
w L
i T TN
] - )
4
P o ]
— i -
- 1. .
K 0
o . w .
; ]
| S !
! - . (=)
: - _
’, ‘ P

LT
= &
. vt
- . y X @
- . »- Rl

E

8

o
ksl
-9
=]
_a
=3
o
o
« N ' - : N N «' ». ‘

s aee

-

e - RSP SUPRVEN P e WP




[
') ’ . ¢ ) 1 hd

: " .Creativity: ‘The’te;:m "crgat:t\iity",

C déqs.crikti‘ons given by the students. In mdst\cases the central idea’ was

L] . .
v ow . ° . ) i | . . '
, "expressiveness" ot '
. ¢ L . ¢

' ! » . '
\
|

‘ " Self-study:  The tern;"'self—study", in this thesis, encompasses all
L. descriptions given by the students. Most students described self-study
* ~ as the study of the self, past, present a;\drfuture; one's thbughts, ")

o emotions; éxperi_enc'gs, goals, ideals, relationships and the interaction" —_—

of the inner world with the outer world.

.

‘ ' Self-study at the New School is undertaken in a variety of w

Ali‘ the students take part in a self-study process in "the band".

3

band self-study 1s #ainly a group process which Uégins by ever)yone’

re:;lding out a i'prof’ile" or an autobiographical sketch. Band members give

T feedback to this profile and a dialogue begins between the person and the

rest of thHe band about the meaning and goals of his/her life. Various

1

~

‘ ° i other exercises, such as values clarifications exercises, are underqaken

. #

*by the group for the'purpose of self—revelation and‘téhe sha' ing of concerns.
‘ ‘ The band stays together for at least one semester and in \this time

b4

« - A\
. spotlight what' they t}ﬁink of him/her or his/her problem is one of -the
¢ 1
, P . ~
basic’ tools used. Evaluation of each member's contribution to the group
’ . . . . . /
" and personal growth is an important part of the process and' usually takes

place dt the end of each semester.

R A R A T e YL S Py e By a s Lo,
.
K

The same sort of process goes on within the academic "learning"

groups. Here the self, 6 and its c¢oncerns aré addre@sed in relation to the X -
. {

i A ]
subject which is being studied.




~ : Self-study can also take place on a one-to-one basis between e 2

'

R ' teacher and student.: The student contracts with the teacher Mo see— i

¥

‘him/her at d specified time each week to talk over his/her prob\le,ms.l

r '
LR Y

Sometimes a group of stuﬁentZ? even a pair of students may contract to

/ ‘ '
~do self-study on their own. hey are ultimately accountable to a

- .

3 staff men;ber——who evaluates progress and gives grz;des. C - ’
~When I began this thesis, I had just finished the course wofk. for
the M.A. in Art Education. Although I had learned much, my work had | o
; produced many qges;:ions about teathing which I wished to pursuen.

3

For example, is it important to deal with the student's emotional.

g

"life so as to aid his/her creativity? I thought that it was important,

1

W

V ) but most of my fellow university students risagreed with me. They felt - Lo
; . “ -~ . }
that dealing with a student's emotjdnal life.was both dangerous and

\\ useless and that the teaching of technical skills should be the q\ost.
Lo important aspect of dn art class.

v

The enviropment™in which I was teaching, an alternative school L .

within Dawson Collegg,- l‘ed me to a}}gﬁe vgry §trong1y against tl)@m\il}e, .
) New School's ‘educational philosophy is based on Fhe humanistic. psycholqg)? ’
of Abraham H. Maslow (1972), who\ states that one's emotional 'needs must“'
e nmet befo're self~actualization or transcendence can take’ place.
Lowenfeld and Brittair; (1964) stai:el j_th:at 1;1 the secondaty schools

the emphasis in an art course is usually placed on the teaching of

frustrations of adult artists that great art is made. Accordingly they:

recommend that the student should be involved in the-{rocess of making

: jyi.°/ $
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‘art rather than in the production of technically perfect products. 4

3 I dee&ded to start investigating the relationship between the
N 9

»

student's emotionmal 1life and ‘his/her creativity in theBQQYgronment in

«©

AN

!

which I was teaching. At the New School, all the students are enrolled

in a program of sél(f-study. C, N\ ; ’ (%8

o 1

3

- Because the New School is founded on the principles of holistic

education, self-study is an iIntegral part of all learning .

processes undettaken here. However, since personal issues

cannot always be adequately confronted through another medium,
they must glso be directly addressed in themselves. N
Only the subject can authentically identify what the self is or
who his/her (nique self might be. We do not demand final .
orthodox definitions of the self; rather, the student is asked

to address him/herself to some self-related project in the

manner which is ultimately accountable to some primary resource
within ‘the community. The self-study curriculum may be undertaker
in many ways; within the Band, with small groups of students,
one~to-one basis, with people external to the community or even
alone. All self-study is contracted and evaluated, so some..
evidence of the process must be provided for in the primary
resource and perhaps other people involved in the student's
particular programme. (Nemiroff, 1976-77, Appendix D, p.l).

Each student is required to join and attend a band each term. The

.

purpogse of the band is to foster developmen% of the self in relation to-~

a committed and constant group of peers.

The following is a description of one student's experience of the

. AN

interrelationship of® self-study and the band.
The band experience is a reminder to me, twice a week, that the
most valuable and meaningful knowledge that one can achieve is
not knowledge of some external subject matter, but knowledge of
our own .internal subject matter. This bi-weekly experience puts
all other academic endeavours into proper perspective, a
perspective which says that a vast accumulation of information
and know-how is not sufficient to make an individual into an
asset, into a fully capable and developed participant of the
world. It is only when all this is accompanied by an

understanding of self, and the relevance to'the self of ) a
. this information and know-how, that a student has had a .
true education and becomes whole* . *
&

s
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, creative media.

s

Bands are a place to learn about human beings. A baﬁd is a group
of people with the sole aim of learning more about themselves and

‘others, In an atmosphere of confidentiality, respect and honesty,
individuals share matters of vital importance with each other, and
through the' feedback of fourteen others, achieve a clearer image
of themselves. .

Skills of leadership, listening, responding, understanding and
support are developed and serve -to enhance:all interactions and /
relationships in and outside of the band. The insight one achieves
{nto the complex and multi-dimensional 1ives of those in one's band
reaches outward into all spheres of one's life. It shatters and
enlarges the incomplete and superficial vision one’ often has of
others being shallow and two-dimensional

Most important, bands are responsible for making a student feel
that he or she is attending a school which caters to all his or
her needs, intellectual and emotional, where one feels that he
is being seen as a whole person, treated that way and where,

" consequently, one 1e comes out feeling whole. (Nemiroff, 1978-79,

P-7.

. \ N .

*whole: being in healthy or sound condition; free from defect or
damage; “well, intact, having all its proper parts or
elements. .\\ . .

. At the same time, the studgnts involved,iﬁ/this study ‘'were

.
2

- enrolled in a creatjve arts program at the New School. This program

i
\ ®

consisted of,courses in the disciplines of fine arts, film, music,
! >

. 1
' drama, photography and ceramics. The actual content of the courses

varied from term to term debending on the interests of ~the students
and the teachers. It seemed\to me that through the self-study the

students gained greater access to thefr feelings and therefore to

their cregtivity.

I began my research by interyviewing ten students who had been at

the school for at least one semester. I questioned them about their

5
experiences in self-study at the school and about their work in

The next year I interviewed five neu¢zféative arts students at

’

the beginning of<the first semester and followed their progress




Cy .

M v -

it oy

E

<

o

,throughout the year in a series og\i?terviews. I also kept a

fv

phofographic record of their’ars work.
u .

éummary of Research in this Area

Most of the pubiished studies in the area of self-study and
creativity have been ‘done in the field of art’ therapy. What is

usually under question is how self-knowledge and thgrgpeuiic results
Y . . -

“

can be achieved through art procesées. Thomas A. Regelski (1973)

writes that the intrinsic qualities and values of the arts can help Py

adoféscents realize an authentic vision of self. Many other authors

(Hodmrett, 1973; Allen &.White; 1971) propose the use of art therapy

to achieve self-actualization through‘creativity: N

v

Studies which investigaﬁe the effects of self-study oﬂ'creattvity :

are more Hifficult

{ X

self-regard, creativity and interpersonal behaviour as a function of

to find. Weissman (1%72) examined the "Changes in

audio-tape encounter-group experiences". ‘The Semantic D&fferentidl, o

Barrbn—Welsh Art Scale and the FIRO-B were administered to a group of

a

college students. The audio-ﬁape encounter groups were found to be

effective in that group members tended to become more imaginative in

their solutions to problems when tﬁgi:;:houghts»and feeliﬁggrbecame -

‘more accessible.

*

In/hy own study I.decided not to use creativity tests because I

felt th%y tested inventiveness but not the kind of creativity which is
3 - - . !&1 .
reiated{to art; i.e., the ability to form symbols which are a true a
= n ) ‘ ' . AN
‘reflection of the artist's inner life. . : ’ -

This is confirmed by Torrance’$1964), author of one of the most
widely hﬁbd‘tests for creativity. He writes that "The activities of “*

the Bureau of Educational Research habe not been involved with qspe&ts

a
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Beittel (196{5.), in a study on the applicability'of‘creagivi'ty tests,
. - * .‘ ! - \
found that the tests used in his study, including some of these: developed

under J..P. Guilford, were of questionable value for am'art population.

Method o.fL Research . . .

often identified with phenomenology. This methodology "is the

" subject's experience.

T Lo
v
Since I was interested in the subjéective experiénce of students \

and since the objectives of the institution under discussion are based

on holistic concepts of Humanistic Education, I decided to use a.
: - \
phenomenological method of investigatios. ) ; ) o

Zufmuehien-(1980) in an article on phenomenology in doctoral ¥

research states that the phenomenological approach has become popular,

\
in the last few years, as a method of research in many fields. In the

, s { x

fleld of art education, she states, Beittel is the art educator most
h .

examination and description of experience asqthat experjence 13 in
its own terms" (Seamon, 1977, p.3726-A). 9
Just as the New School endeavours to educate the whole persomn, =

"who cannot be dismembered head from heart, cognitive from affective,

course from course, school frofi’private life" (Nemiroff, 1977, .

Appendix G), the phenomenologist seeks a holistic view of the (

- 4

. (-]

First, the phenomenologist—-psychological or philosdph‘ical——s
accepts, as the subject matter of his inquiry, all data of;’
‘experience (Erlebnis). I am using the word "datum" in 1its

correct sense: "that which 1s given." Colours and sounds are

data$ ‘so are impressions of distance and duration; so are

feelings of attraction and repulsion; so are yearnings and

‘fears, ecstasies and disillusionments; so are all, the relations--
" ranging from the crude and obvious to the delicate and intangible-—-
vith which-the world presents us. (MacLeod, 1964, p.51). -

' oo . *

~

-

- g v ‘ ‘ t
. . . ¢
/ . U v . . S
of'creacivify‘that might be directly applied to considerations pecul‘iar'\ e
_ to art education" (p.18). . < :

1
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The.ﬁhenomenological approach is apparent in my interest in the
" © 1 - « i
phenamenal world of the student; i.e., hoq he experiences and sees the

extegnal world around him. The students were asked to assess their

subjective experiences of the self-study focus and of the creative
’ A

’ T
, processes at the school.

\

Rogers (1964), in an artiecle on phenomenology as a way of knowing,

points out that one such important way is hthrough the formaFion of

@

- i« 7
inner hypothegses,. which are checked by referring to our inner flow of.
experiencing as we live in our subjective interaction.with inner or
outer events”" (p.1lll). This he suggests is true for all our daily liﬁing,

ana, aithough external stimuli may be involved, we check dur hxpothegfs

Y]

mainly by referring fo our inner experiencing of the situation.
o . , o . .
He goes on to state that one seeks knowledge of other human beings

thfough "interpersonal know}ng" (p.115). One can -check one's hypothesis

LY

of the other's private world of meanings by asking the other outright

9 .

if the hypothesis is correct, or by qreating a climate which makes it
' ’

psychologically safe and rewarding for the subj;ct to reveal his

internal frame of reference. '

.

= In the interviews w}th the students, I tried to create such a
élfﬁate,‘so that through "interpersonal kﬁowing" I could check my
hypothesié as to the subjective experienc3 of the students. Later,
I séudied the interviews and assessed tﬂeir negative or positive
er&ings towards theséAexperiences. In this way:i tried to find.the

pattern of meaning which was inherent in these students' experiences
a ‘ -

at the New Sﬁpool. A

«

Basically my hypothesis was that self-study is beneficial for

. eréa%ivity because iti would enable the students to gain greater.access

- . o

' ¢ Py

4
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to their feelings and thus to their creativity.'

According to Maslow (1972), the healthy.persoﬁ who .creates has

managed a fusion\of both conscious and unconscious forces. If thisﬁ

~

is a necessary pr tequisite for being creative, then it follows that
it should be an dmportant part of art education. The art teacher

should be able to help the student to integrate conscious and

unconstious forces. Certainly Maslow (1972) believes that the creative

L

process can/ be assisted by a self-study orientation; that self-study

" helps people to have the courage to face and Yive with their unconscious

drives and thus helps make them available for the creative process.

It is therefore important to investigate a teaching strategy by -
which thisfgoal may be accomplished and to see how it affects the

students and their art work.- ‘9
The Context: The New School

Tge New School is an alternative program within Dawson College,

)

‘ ' ' ? ? - . ~
a CEGEP or pre-university institufydm in the province of Quebeci;}?he\

. .
New School's orientation is based on the holistic principles of
. ¥ ,
hdhanistic education (Nemiroff, 1977). That is, the student is seen
fT

.as a whole person whose body, mind and emotions are all interrelated

and equally important.
The basic premise of humanistic education is that people work

Sfo
best at what has explicit relevance and value to them. Thus the first

function of "the school is to put the students in touch with their owng
values and interests. From this basis of self-knowledge, thelbtudents
u &
Fd

are then encouraged to reach towards the full realization of every

facet of their human potential. P ‘ ,
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The New School forms a 8mall .quasi-independent unit of 150 students

within Dawson College. It bccupies two floors ,of an office building'
and the students take'all their courses from instructors who are on the

New School teaching staff. The courses offered are in the Humanities,

Social Sciences, Creative Arts and Literature and Language. The clgsses

are small, not more than 15 student!,‘aﬁd informal. Each subject is
studied on a self-to-subject basis; that is, the studentlis asked to
define what 'is personally relevant to him/her in the subject matter

and then to pursue that area of interest.

’

There are no pre-ordained classes or schedules. Rather,' the
teachers form a resource group which is available to students.. The
students spend some days interviewing the sta€f~and then negotiﬁte and

contract to do academic work singly?or in groups on the basis of their
i ‘

. .
assessment of their o n and the convergence of these with a

’

particular teacher's needs.
In an article on the New School, Greta Nemiroff (1977), its
director, describes the two .compulsory elements within.the New School

curriculum: the-band and self-study.

Each term the student must join a primary affiliative group of

‘dpproximately 15 students formed around a teacher. These gfoups are

called "bands'; these' function as cohesive groups in which the étudents

can éxperience the decf%ration of their affiliative needs. Through

various exefcises, they determine levels of trust, of ipﬁimacy and

accountability, sharé feglings and projects,” and genérall;'éxplore the
<©

functions groups play in their lives.

Concurrently with this, the studénts must identify a project of

<

' "gelf-study" and be accountable for it to their academic advisor.

&

4

%

- v 2 Ay
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Sometimes a gfoup of studentsﬂwill meet regularly for the purpose of
v %

helf—study'aud report on their .progress to a teacher. Some students
) LI
elect to have one to one self-study sessions with a teacher. Each term,

new approaches ‘emerge from the students' needs.
1

* In The New Schbol: A Teacher's Handbook (Nemiroff, ,1980), we are

+

4

told that self-study need not be mystified, but rather ‘that it is intended
to develop self-examination skills and self-awareness. The 'New School

stresses the value of being in the spotlight, developing the candor, and

3

confidence to open onésélf to the band and to learn how to use and -
respond to the .resources and perceptions of others. The 'self" is treated
holistically. The whole person is the subject: past, present, future
hoﬁes) needs, fears both public and private. To some extent, self-study

removes the scales from the eyes; to another- extent, it is an inventory
,’ -
of individual reality, intended to evaluate directions of increased

potential. It is also a process of students achieving a deeper

understanding of each ot .

In the handbook, one of the teachers describes the'self-stﬁdy

.experie&ce in a band:

i

One unique feature of the Band is the provision of 14 mirrors.
"Mirror, mirror on the wall, how de@ I come across?"--But these
mirrors have feelings. So we also have "Mirror, mirror, how do
I affect you?" "What happens if I behave differently today?"
The student can develop observation and listening skills, can
learn to elicit, recelve and provide meaningful feedback.
Band members can learn new ways of behaving, and, when appropriate,
begin to practise them in a situation which encourages risk for
possible change...Is volleyball self-study? While any activity
. has the potential for self-study, that potential is only
actualized when it is addressed. This 1s the responsibility
of each band member. (Nemiroff, 1980, p.1l4). -

~

. Background Readings
3

The Validity of S;ifistggz‘ . B

10"

o
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The question arises as to how successful the self-study experiences
are. There are, of course, various degrees of success in the self-study
accomplished at the school as evidenced by the student's evgluation of
the process.

Even though~most psychological analys;s is done with a trained
specialist, and one can question the very feasibility and desirability

: %

of self-analysis, I feel ‘that the attempt is justified.

In her book, Self-Analysis, Karen Horney (1942), discusses the

feasibility' and desirability ?f self-study from a psychologist's point
of view. She points out that constructive éelf-analysis can be
important for the individual in that it pfovides a chance for self-
realization. She warns that sélf—analys;s 1s a slow strenuous process,
bound to be painful and upsetting, and at times requiring ail avallable
const;uctive energies. V
It seemed to me Lhat for the students this 1s true. Self-study 1
is not a painless process and many individuals fight tooth and nail

any recognition of the self. The incentive to self-knowledge must come

from wi;hin the gkpdent. Self-séudy is onlyﬂfruitful if the student has
an incentive sufficiﬁntiy powgrful‘to come to grips‘with'the\self despite- ‘
all the ordeals he/she may have to go through.

While a professioral analyst has a great deal of knowledgeland
experienée, each person knoﬁ; him or herself Besn. In Karen Horney'%
opinion, this fact constitutes an important asset in self-analysis. It
reduces the need for psychological knoﬁledge and the strategical‘skill
reguired'cf a professional analyst. The cruciai difficulty in self-

analysis lies in, the emotional factors thaﬁ\blind us to unconscilous

-
w
3
. 1 .

forces.
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of self-analysis and self-therapy.

.

-
Maslow (1972) states that finding out who one is—-opening up

oneself to oneself~-means the exposure of psychopathology. It means
identifying defenses, and after that it means the courage to give them

up. This is painful because defenses are erected against something

which 1is unpleasant.

»

But it is wqrthwhiie because, for Maslow (1972), the people who can

let down their defenses, who can face the unconscious urges within

N

themselves, arélthose who can be creative. 7' ? £

He believes that this process can be helped alang by psychotherapy.
What happens is a fusion of the primary processes and the sécondary e

processes. . The unconscious doesn't become frightening any more.

o

Creative persons can live with their unconscious. They can accept
thelr childishness, their fantasy, their imagination, their Wish'}

fulfilment, their femininity, their poetic quality, their crazy quality;

i.e., they can regress, voluntarily, in the service of the ego.

Maslow (1972) goes on to state that, although in the past our
: \
knowledge of primary processes was tainted by its association with
| >

pathology, irrationality and immaturity, we have now becéme awvare
through the study of healthylpeople t;at every. human being is both / l
poet and. engineer, both child and adult; ﬁe/she is both rational and
non-rational, both masculine and fgminine, and lives in the psychic
world and in the world of nature. To be creative one must be available
to oneself on both the }ational and the non-rational level.

Tp achieve this fusion within oneself, one can have recourse to

u .

psychotherapy or, as Maslow (1972) states, there are the possibilities

Y

Any techniﬁue which will increase gelf-knowledge in depth should.

Co N
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///’J_EZt originalijr is not enough. The encyclopedia étaéﬁs that the //

in principle increase one's crea;Léity'B& f¥teing available to
oneself these sources of fantasﬁ, play with ideas, being .able
to sail right out of the world atid off the earth; getting away
from common sense. (Maslow, 1972, p.93). f

\

Definitions of Creativity \

\
The International Encyclopédia of Psychiatry, Psychology, Psycho-

analysis, and Neurology (1977) states that there is no clear definition

of creativity accepted by all. The problem of how to evaluate creativity,

i.e., what criterion to'use, remains unsolved.

//

Y

‘Originality or uniqueness’is'generally stated to be tbe most
important single element i the creative product and in creative thinking
in general, This could be in the form of a new solution to a problem,

a new way or style of giving expression to an idea or feeling, or any

novel discovery or invention. ] . ~ /

/

/s

/

creative product must also be useful and adaptive to reality. The /

usefulness of a scientific discovery or theory is easily recognizgg

'

as a solution to a problem. The creative artist gives expressigﬁ to
. (

an ldea or feeling previously unexpressed. Ingenuity, ciévepﬁéss and
, .

_aesthetic appeal are also cited by the encyclopedia as beiné

/

7
/

characteristic of the creative product.

4 »

1 find this definition unsatisfactory as it does . hot tell us very

much about the causes of artistic creativity. Gragted that the =#

. /
creative artist gives expression to an idea or feeling. But why does.

he/she do this? , For what purpose is the crea;ive art product made and
how does the artist achieve this purpose?
Susanﬁeag,/tﬁhger (1964) defines artistic creativity as a way of

objectifying feeling so that we can contemplate and understand it.’

13
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"Art objectifies the sentience and desire; self-consciousness and world
consciousness, emotions and moodg, that are generﬁlly regarded as
irrational beca#se words cannot give us clear ldeas of themh tp.EO).

I find this definition of the art process much more- satisfactory. .

\

How the Mind Functions in the Creative Process , . o

Art objectifies or gives form to our subjective exﬁerience Af
reality. But how does tﬁe mind function in this process? ‘e
What is the nature of the act of creative thought? Haroi;‘Rugg
(1963) tells us. that some autonomous forming process sweeps like a’
magnet across the chaotic elements of thedmind, picks up significant
segments and, in a welding flash, precipitates the creative response.
It is ‘generally accepted that there are four stages to the
creative act. TFirst a conscious preparatory period of baffled struggle,
then a period of relpxation, of forgetting the probl;m, and finally,
blinding and unexpecE:H\flash of insight which is followed by verifiéz;ién.

o

Harold Rugg explains that the first part of .the act is governed
by what h 11s felt-thought. This refers to the motor qualities of \
the act ﬁizzz he °associates with body-mind ge;ture; i.e., the pattern
you create, in a work of art or in a way of knowing, mirrors the ] '
muscular pattern of your whole organism and its particular respon%ég\

to life.

intuitive knowledge is gained througﬁ access to what Rugg calls the

transliminal mind. This is a state bepween the conscious and non-
. L4 . . LN

-
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. .. 1t has access to the unconscious. This state of mind is relaxed and

5,

' ?
d¢onscious that has access to both.

The ingredients of creative mind accumulate contifously in the
nervous and motor systems' in a fusion of perceptual tracings
and motor adjustments. Reconstructed below the threshold of
awareness, these appear in’ the transliminal mind as a kaleidoscope
of fantasy imagery. New concepts, realistic or autistic, are .
formed from these four-fold materials--percepts, motor adjustment,
‘ images, and old concepts. These constitute the stuff of mind.
(Rugg, 1963, p.62). .
- Coe ey .
To have access to this part of the mind one must be.able to reach

v 3

what Rugg calls the "phreshoid gtat?." This is a congclous state; yet

»

receptive to messages, but it is also magnetic, with a dynéﬁic forming

power. It resembles the, light trance state of hypnosis, although not

_hypnotically induced or controlled. It partakes'o? both the hypnagogic,
< .

\-harking the drowsy state between waking and sleeping, and the hypnopompic,
the state between sleeping and waking. There are many ways of reaching
this trance state: through drugs, or the meditation techniques of the
East. Or,_for~the western artist, Blake's intuitive way of the

imagination, or Cezanne's perception-in-depth. All these give one

¢

access to the traﬁsliminal, creative mind.
Rugg's stydy reveals the following factors which are pfésent in
. ] .

this off~conscious state and which he believes concéin intrinsically

A4

the explanation of the secret of~fhe creative flash. The first is

utter concentration oflattention on the goal to the exclusion of outer

.

and inner stimﬁli. The second is the continuous scanning or searthing

movement of the total orgénism uninterruptedly seeking completion. The

third, the flash of meaning, is achieved whqﬁ the adjustment of the

o

organism to'she demands of the situation has reached a perfect fit.

How is gkis adjusting, searching process carried on? Rugg tells

us that he has ;Bng ameries of mutually corroborative -hypotheses

\
\
» ~
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wLich supply the most plausible theqry: o : " /
] ' .
first, that the brain-mind works continually as a modeling computer,
ﬁveraging through feedback the ozganism 8 learned (stored)
assumptions; second, that the brain-mind's alpha rhythm is the
mechanism that scans for the best fit; third, that the mind-brain
. continually computes the changing space~time coordinates; fourth,
that the complete freedom of the transliminal stafe, in which
the computing is done, permits a cumulative, organic, motor-feeling
factor, a suggesting, determining tendency to complete’-the act, a
tiotor—-adjustment " of imminence; fifth, that the total act is

o carried on in a bipolar fusion of penception of outer-scene and -

drive of inner stress-system. (1963, p-309).
éugg concludes his‘descr;ption of the cre%tive\act by juxtaposing X
'the forégoing with.a theory of‘knowing via the.two—fold symbolic act:‘
felt-thought through gesture-symbol, and GE?Eflized thought through
name-symbol. : ‘ /
He states that from concepti;ﬁ to the second year of life or up

until the development of speech, we‘know only by the gesture of movement,

and with each movement both wmotor-adjustments and images. are being

traced on the nervous system. ) ; -

But from the second year to death, most recorded acts have verbal
concomitanks. Language via the naming process increasingly becomes the
way the child knows and copes with his world.. The infant learns to talk ) 1
by naming things in his environment and thus masters the abstract
concéptualwgeaniqg of iF.

”This is a critical stage in the symbolizipg péopess. The word,
as name, completes the conceptualizing process. The child starts by

?

: ascribing the word "water" to a concrete thing'but learns eventually to .

3 3

abstract meaning so that "water" does not only stand for a specific

thing but for the idea of water.
As the symbol "water" operates by suggesting a set of meanings,

so does a metaphor. As Langer states: 'In a genuine metaphor, an image ;

» e o
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of the ‘literal neaning is our symbol for the figurative meaning, the
Ehing that has np nameqsof its own" (1969, p.139).
This forming of a metaphor to make a symbol for that feeling or %

idea\bhich has no name is what Langer (1953) states is the basic process
. ’ s N ) 5) ’ l “
of art. « . ‘
. ; g ' . /
Art for Langer is a way of knowing, and Rugg shows us that this is

done through the two-fold symbblic act described above.

Thé Creative Personality ’ , X
T ! [ 4 N

We still have not\answered the question which is of interest to r
artists both young and old--and their audience. Am I an artist? Is
thi§ art? How do we judge a work of art? What is the purpese of art?

Daniel Schndider (1954) gives us his criterion for artist%h -

!

creatdivity. According to Schneider, artists must have an awareness.

of the unconscious and be sensitive to dreaming. Above all they must d

be sensitive to their own impermissible impulses and impossible ideas.
L

4
.

They must be .able to dream in symbols of great economlc powef‘and be
able to weave together the radiance of these symbols in such a way and
with sucﬁ‘gn interpretive relation to éeality aé to create the illusion
of something‘alive so that each who comes to look at, iistencor touch
their work feels him/herself caught in this dream become art. Thus

he/she is.stimulated and relieved, via-identification yith the artist's

characters or symbolic objeg;s, in physical pleasure varying from , 1

relaxation to”grgiastic experience, in spiritual enjoypent of the tragic,

comic or contemplative. , ~ //l

’

The artist communicates his/her vision of realigy in such a way

- -

that we participate in the emotions generated by this vigion and thus

v

attain a better understanding of the world and its meaning.
. ] !




Like Rugg, Maslow (1971) teils us tﬂat, in the 4nspirational phase,

creative persons lose their past and their future and live only in the
moment. Creative persons must be able to lose themselves in the

expefience. They must be able to become timeless, selfless, outside of

);§pace, of society, of history.

This experience is always described as a loss of self or of ego, or

sometimes as a transcendence of self. There is a fusion with the
reality being observed (with the matter-in-hand, I shall say more
neutrally), a oneness where there was a twoness, an integration of
some sort of the self with the non~self. (Maslow, 1972, p.§2).

ol

#+”' For creative persons to be able to "trance-out" in this manner,

- , .
thé§/must have a certain kind of personality, they must be tourageous
and unafraid of the unknown outside or inside themselves. They must be
able to, according to Maslow (1972), let themselves be completely

uncritical. They must be able to allow all sprts of ideas to come into

the head. Then, and only then, will creative persons become rational,

controlled and critical so that they can rejecé the b§d ideas and retain

the useful ones. Creative people are those who can be like this when
they want to be; that is, they can regress at will in the service of
the ego. Truly integrated peréons can be both childish and mature.
Théy caﬁ regress and then come back.to reallty, becoming then more
rational and c;itical in thelr responses.

o

. Baron's book, Creativity and Mental Health (1963), is a thorough

v

study of the creative personality. In the tests that he administered
to a group of profeésional and student writers, he found that both
these groups of writers‘were significantly superlor to the general
population in social-presence, self-acceptange, capacity for social
status, psychological-mindedness, and achievement through independence.

They obtained much lower scores‘;n achievement vi% conformaﬂ!e, and

e
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also made rather lower scores on socialization. Baron, I think,
correctly interprets these séores as a resistance to encélturation P )
from ‘the creative individual. The so—ca@leé soéializatibn process 1is
often seen by the cr; tive individual as a demand for the sacrifice

of his individuality.

>

These characteristics are very close to those described by Maslow
(1968) as being characteristic of the self-actualized person.

superior perception of~feality;

. 1ncreased acceptance of self, others, of nature;

increased spontaneity;

increase in problem centering;

increased detachment and desire for privacy;

increased autonomy, and reslstance to enculturation;

greater freshness of appreciation, and richness of _

emotional reaction; !

8. higheér frequency of peak experiences;

9. increased identification with the human species; @

10. more democratic character structure;

11. changed (the clinician would say improved) interpersonal
relations;

12. greatly increased creativity; o, e

13. certain changes iP the value system. (p.26) ”

%

NS W N
. .

*

We can see that both Maslow and Baron see the cyeative or self-

actualized person as having independence, courage and opemnness to
r

experilence as part of their persomality traits. In addition, the

International Encyclopedia of Psychiatry (1977) lists autonomy and
self-assurance as well as a liking for complexi&y and challenge and

an interest in a wide range of intellectual subjects as characteristic
of the creative:persoqélity.

Creativity and the Neurotic Process

The encyclopedia‘goes on to say. that' there are a few misconceptions
R
which have come to typify the creative individual or the artist. This

is the belief that creative people tend to be mentally unbalanced. s
Although it is true that some highly creative people have been quite

§ ’ .
f .
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disturbed, the total picture does not suppoft such a relationship. It
is true that in several ;tudies, the Minnesot; Multiphasic Personality
Inventory (MﬁPI) profiles of creative persons were markedly elevated.’

. This in general would indicate a leaning toward psychopétﬁolog§. But \

- when these scores are taken in the context of self—reporﬁs 4} the same
. )

—

" people and their complete pérsonality, they’hré more suﬁfestive(af -
° 1
¢
complexity and richness of personality, candor in seSngescription and
. a T . B 3 2

a general lack of defensiveness. There might be more conflict and

1

_ turbulence but also 5uﬁefior‘pechanisms of control.
LY r -
Schneider points out that,éé%ﬁ of .the process in psychoanalysis

is to rearrange the ego~system in such a way that the inappropriate:

£y

-inhibiting and periodically collabsing defenses will be replaced by

- L\ N -
A ?

more appropriate and va}id defenses so ghaf the ego becomes stronger.

That is, sheer beaten renunciation will result 6n1y in pathélogical

transformation, ritualistic religion, or rigidly compulsive character

traits which imprison the ego rather than free it for creative ‘

¢ o o

transformation. -

. For Kubie (1961) as well, the measure of mental health is

» -

flexibility; i.e., the freedom to learn through expegience, to change
6 N 10

with changing internal and external circumstances and to be influenced

by reasonahle argument and the appeal to emotions. It is also the
. -
freedom to,fespond appropriately to reward and punishment and to cease

»

s (Y when sated. The’essence of illness is the freezing of behaviour into
unalterable and insatiable patterns. It is this which characterizes
every manifestation of psychopathology, whether in impulsé, purpose,

act, thought, or feeling. o

The i@fluence of this rigidity can be obsefved in the qgireocyped-

.
‘\.,-/
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repetitiousness of form and content in the works of the musician, the

- %

poet or the painter who repeat.the same theme in the same style over

°

. .
and over again.

. Kubie believes that either the conscibus 3r the unconscious pr%ésses,

if they have thé\upper hand, can block access to the preconscious’ whilch

Y

is the source of creativity.

- ~

N < ;; . N
Therefore, for him, neurosis corrupts, mars and distorts creativeness

in evéry field, and though the artist tends to- try and 'hidewhis/her e
. v 5 «
unconscious from the probings of the psychoanalyst in fear that getting"

-
.

~ . . well will mar his/her creative drive, the opposite is true. For Kubie
believes that where unconscious influences play a dominant, role, the

, , creative process in science og: art ‘E)ecomes_ almost identical with the
e L
neurotic process. The unconscious conflicts are merely transmuted into
S '
some socially and artistically acceptable form.

Thus for K:xbie the goal is to free the preconscious frof both the

o~

! N ‘ "
obstruction of the ?nscious and unconscious processes. The conscious

.

: can evaluate and correct. The unconscious can spur it on.ﬂ But

creativity is a-product of preconsclous activity.

\ ~ In artistic creation, Ernst Kris (1952) statesu, the idea of a:

Fal \'[3 - O

.public always exists, though the artist may attribute the role only to
. N Y

one real or imaginary person. This, ‘Kris tells us, has been true
whenever . psychoanalytic investigation of artistic creation has taken
o place. When artists create, they and the work are one, but when they

look upon their work-.after.the phase of inspiration, they see it from

the outside: That is, as Maslow' would say, they switth from the primary

ot
o
-

‘process to the secondary process of rational evaluation.’

g e

But. in the creation of e Insane, the shift back to crit;icgl

”
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evaluation is minimized. While in initial phases of psychotic,states,
productive power increases and the works of art are frequently most

significant to the public, in later 'stages of the psychosis, the work

1

tends to lose its meaning for the public. The endless stereotypical

variations of one theme, in word or shape, gain for the insane a new

[
meaning unintelligible to others. These productions are no longer meant

to influence the mind of an audience but are intended to transform the

LN

external world. ,Art, Kris states, has deteriorated from commnication 13

to sorcery.

-
°

Kris goes on to show a collection of .psychotic art productions.
Here he points out that one is struck by the rigidity and stiffness
with which the human figure is rendered. "Ifhis could be the result of
lack of skill or practice, but the same shift into xigidity can be seen
in the work of artists who become psychotic. ’

Kris examines the case of the psychotic sculptor Mes;;erschmidt
(1736-1784) . When he acted as a pbrpraitist, he remained a master,(
hardly influenced by his ndelusions. But when he a'ttempted a series of .
self'ﬁlportraits showing various emotions, .thsey seem exaggerated and
masklike, superimposed on utter emptiness. Kris tells us that this was
an emptiness wl;ich Messerschmidt felt in himself when attempting to
establish contact with others. » ¥

Human\ mimic expression is addresged to the other person; it aims
at contgct. It is this contact which i; loosenad in the schizophrenic
process and broken in cataconic conditions. ;In other wordé the artist
achieves communication; the psychotic cannot because he is' out of t(;uqh *

with his own emotions.
- »

. The artist, Kris states, creates, not to transform the outer world

N . [ ]
.
. 1
,
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as the psychotic does, but to depict it for others he wishes influence.

a “

The task of production has a definite realistic.meaning. .The artist

proceeds by trial and error; he learns and changes. The pgxghAtic artist
creates in orxrder o transform the-real‘Qorld, through a kin; of magjc. |
He needs no audience and his modes of expression remain unchanged once
the psychotic process has reached ; certain int;nsity: ' ’ °

#Thus, to belgane, for Kris as well as fér kubie and for Schneider,# o ‘ !
means to be flexible in éélation to‘rea}ity.

What about those artists Grant (1968) calls th; ?greaﬁ aBn;fmals"

such.as Kafka, Van Gogh, Strindberg, and ,Edgar Allan Poe? Grant talks ~
about these men;, each rated as'a genius on the level of his capacities

\ a

but markedly flawed in their .ability to adjust to the normal vicissitudes

.
RN, NN

A
of 1ife. For the most part, this was due to internal insecurities, real

or imag%ne&‘inadéquacies. Thése led in each case to some degreé of .
emotional crippl}ng ajlmost every time an effort was ma&e to live outside

the special terrain of g;nius. None had happy or fulfilled livesy all

expressed their frustrations and internal conflicts in artistic creations

which now help us to understand certain common human prohléms.

Ag Kubie pointed out, the neurotic artist is Qlocked and repeats

himself in form and content even though he may find a socially and .

artistically acceptable form of expression. OGrant shows this to be true

mba Lo - Tt 52

in his study, the Great Abnormals. Kuble believes that the artist can be

helped by psychotherapy to become both a better human being and a better

'

'artist.

Psychotherapy and the Healthy Person's Creativity o~
But what about ordinary people? How wod creativity be

'

“helped by psychotherapy?
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Marion Milner (1957), in her book On Not Being Able To Paint,

delves into the relationship between her efforts as an amateur to paint
: : hvd
and her°experienceé in psychoanalysis.
In a foreword to this book, ‘Anna Freud points out the similarities

between Marioh Milner's attempts to rid herself of the obstacles which

‘prevent her from painting with those that prevent her from free

- She tells us that it evidentiy demands as much courage from the

assoclation and from uncovering her unconscious mind--sources of an

1

analyst's therapeutic work.
In both ventures, Anna Freud states that there 'is the same ﬁeed for
: |

‘cifcumstances in which it is safe to be absent-~minded; i.e., for conscious

logic to be absent from one's mind. There is the same unwillingness to

go beyond’the reassuring limits of the secondary process and to acceﬁt
the chaos of the primary process as a temporary stage. (Trigant Burrow .

(1964) explaips the primary process as being a state of oneness with the
world, a process that derives from the infant's subjective identification
with the mother.) Thfre is the same fear of the plunge into non-
differentiation (between subject and object) and the disbeliefl)n the
spoqtaneous ordering forces (as in Rugg's mind computer) which emerge;

\

begfnning painter to look atxobjecté in the external world;>nd see them

.without clear and compact outlines as it demands courage from the

°

beginning analysand to look at his inner world.

)

Both are rewarded fot their courage by a surprise both in form and
dontent. The result of analysis is the inner experience of formerly
unknown affects and impulses whi%p\find their final outlet in the ego-

process of verbalization and deliberate action. In the creative process

in art, the unknown affects and impulses find an outlet in the way the

0



artist arranges his medium to’ form harmonies of shapes, cd}ours or sounds.
This is ;chievéd, according to Marion Milner, by a joining of that split
between mind and body that can result from trying to limit thinking to
thinking only in words. Like Maslow she believeé‘that artists must_bé
able to regress to the primary pr;cess"where they are at one with the
world so thaf they can be creative. And like Rugg she belie?es that we S g
kitow with our body as well as d%th our mind.

Courage, then, seems to be the common ingredient needed both for

psychotherapy and for creativity. r

‘Courage in Creativity and Self-study ‘*3 + ) 3
Rollo May (1975) tells us ;pat courage 1s the main ingredient the

artist needs in seeking to know both thd inner and the oﬁter world.

Car] Rogers (1970) points out that khe courage to overcome fear of .

t

change is an imporf;7c ingredient as welllin encounter groups:

Putting it.dn-fiy own words: encountgr groups lead to more personal
independence, fewer hidden feelings, more willingness to innovate,
more opposition to institutionalfrigidities. Hence, if a person
is fearful of change in any f he s rightly fearful of
encounter groups. They breed constructive change, as will be
evident in the chapters that follow. (p.13) -

Courage is needed both in self-study.and in creativiéy. The
courage to let go of conscious control is needed, as Anna Freud has told
us, bj both thevagalysand’ah&‘tbe'Loténtial artist. Courage to face and
to use constructively whatever/;motions come up”from the unc&nscious_is

also needed. Of course in‘artistic creation one also needs a lot of
; .

skill and hard work but without the necessary courage these are useless.

Why 1s courage ;ee&ed? Is there ény real danger to meet? Yes, I ;
think there is a real danger Fo which the artist is expos?d. As Ernst
Kris (1952) tells us, there is the danger that the artist will be

overwhelmed by the primary process; the proteckion against this danger

.
2 -
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lies in the‘functdon of the ego, in its capacity for sublimation. ‘The
artist must be able to regress in thé service of the ego but he/she must
also be ab}e ;o control this regression. As Lowenfeld (1964) states,
self-expression is the tr;nsformation into constructive forms of the
feelings, emotions and thoughts of an individual.

o

Implications for Art Education \ v

Therefore in education, and especially in art education, I would
suggest that there is a need for a more holistic experience of kqowing{
Kubie (1961) tells us that the goal should be to free preconscious
processes fro@ the diséortions‘pnd\obstructions interposed by unconscious
processes and from the pedestrian limitations of consclous processes.

The unconscious can spur it on. The conscious can criticize and

correct and evaluate. But creativity is a product of preconscious

activity. This is the challenge which confronts the education of,
theyfuture. (p.148)

i

Rugg (1963) tells us that; in order to do ‘this, we will have to
return to the ways of the old wise mén, the wa&s of intuitive identification
with mah and the world. He adds that we have had thinking of the rationaly
analytical kind, but no understanding of the‘c;;;ial role of the feeling
which ‘molds it into felt—&hought, thereby bringing about creative ’
discovery. We have had millions of hours of training in logical réasoning

n

but almost none devoted to the cultivation of the imagination.

o

He goes on to state that under Parker and Dewey, we built schools
that were free from external restrictions, but that now we must build
schools where the inner freedom of the relaxed3 threshold-mind of intuitive
discovery is fostered. For; as Marion Milner (19571 argues, educational
methods have increaseé the hate résulting from the primary disillusion;
i.e., from the first split between the self ahﬁ world (or mother). One g i

of the ways of healing that split, at least -temporarily, according to her,

v N
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is thréugh aﬁxént process where the artist merges with the subject,
where the boundaries between self and world are temporarily erased.
. Indeed, Maslow (1972) tells us that child;en are/capable of peak
experiences (equ@onal ecstasy, intellectual illumination or at oneness
with the world) and tha; the present s;hool system -is an éxtremely
effective instrument for crushing peak experiences and forbidding their
possibility. The kind of teacher whom he would‘sg@ as fostering such
experiences would be the Taolst helper or the teacher who 1is receptive
rather than ingrusive; qgf who would accept people and help them learn
what kind of peoplg‘thgy alreadi are. What ig their style? What are
their aptitudes? What are they good for? What can'they build upon?
Thie teacher must be noﬁfhrbatening and supply an atmosphere of
acégptance of the child's nature, reducing fear, anxiety and defensiveness

to' a minimum. ove all, there would be carh for the child and enjoyment

of his/her growth\and se {{i:tdalization. THis "brings the child out"
and permits the child:to be expressive, togract, to experiment and even to
/ o

make mistakes. Maslow advises suit eedback at this point, as in

T-groups or basic encounter groups, to help the child discove£ the self.
Lowenfeld (1964) stresses that the psychological environment in an
art class may be the most lmportant factor involved in the creative process.
He adds ‘that the. attitude one has developed toward oneéel% and the worth
that one feels about one's contributiSn can play an importgnt part in the
creative process. He admité that_in addition to this there is the problem
of” developing sk{lls or the‘meanf by which creativity cgn become un}eashed. .
But he feels that, although it is this last area which is usually emphasizea,

¥

the development of competencies in art will bear little relationship

‘to the develgpment of creativity unless all the factors considered above

- T i
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are involved in the plannihg process.

At the beginning of my ;eadings I was trying to find if there was
any corroboration for what I felt intuitively; i.e., 1f there was a
4 1]
relationship between self-study and creativity. I also wanted to find

out what other factors were important in this rélationship (beyond those
of teaching competency in particular technical skills).

After a three-year search, I feel that I have found a way to answer

.

most of my questions. Theoretically, the relationship between self-study
and creativity seems to be based on the premise that, to be creative,

one must be unafraid of one's self. One must have enough confidence
. . - . \

and courage'to let go of the conscious process in order to reach the

free creative fIdY of the preconsclous process and be mentally healthy

" enough not to be blocked by the unconscions process. . )

Self-study can help some to reach tﬁis goal. While it can be helpful,
I do not think that ig\is necessary/to have art students take part in
encountér groups concurrently. Perhaps it would be preferable if self-~

study could be integrated into the art classroom experience. As C

Lowenfeld (1964) writes, ¢

A drawing can provide the opportunity for emotional growth and
the extent to which this is accomplished 1is in direct relation
to the intensity with which the creator identifies with his work.
Although this is not easily measured, the stages of self-
identification range from a low level of involvement with -
stereotyped repetitions to a high level where the creator.

is truly involved in portraying things that are meaningful

and important to him, and where, paxticularly in young children
he appears in the picture himself. It is here that there is
. the best opportunity for emotional release. (p.23)

a

Brian Way (1967), in,a book on developmental drama, tells us that
in teaching one .must start from the level of readiness of thé student

and help him to discover and explore his resources in all aspécts of

' the peféonalitxg tha is)\imagination, the senses, verbalization,

] \
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emotion, intellect and the' use, mastéxy and control of the physical self.
I feel at this point that the tyﬁe of teacher who could help the

student enter into the experiences described by Lowenfeld gEgJBrian Way
s
would be the "Taoist", supportive teacher that Maslow describes. For )

if courage is one of the main ingredients needed for'creativity, then

one of the main tasks of an aft~feacher would be to help the student

2

1 ’ »
overcome fears.

The Research Project
As part of my research project, I interviewed 15 creative arts
students at the New School of Dawson College to see how they felt about

their experiences in the self-~study and the creative arts programs. 1

J N

was interested, as I indicated earlier, in a phenom;nological approach

~ .

and therefore based my study on the students' subjective experience of

.

their situation.

From .my background readings I now have a theoretical frame in which
to see the relationship between .self-study and creativity. At this
point I would like to look at the interviqu'éb see if this relationship
c;n be fo&nd in the students' subjective concepts ofitheirkeducationai

o

experience.

o
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"arts) had spent at least one semester at the New School previous to the ¢

.‘gnd creative arts curriculum throughout that year. These interviews oo

. were recorded on cassett& tapes and slides were made of their art ‘work

" the Department of Art Education slides of the students' art work are

4// included in the appendix.
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Methaod

Subjects

The subjects were 15 students (six males and mine females) between ‘

the ages of 18 and 22, They wefe regisferéd'in the Creative Arts Program

Y

(visual arts, drama, music, film and photography) at the New School of )
Dawson College in Canada, situated at Montreal, Quebec. Ten of the L

'students (chosen at random and engaged in different areas of creative

-

interviews. The remaining five students (chosen at random and all

involved in the visual arts program) were beginning their first semester °

-

at the New School. Their progress was followed throughout the course of

one year except for one student who dropped out after the first semester.

3

Procedure \

e - o " 4
¢ »

First, the ten students (who had spent at least one semegtér'at the

New School) werg interviewed and these interviexfs were tape recorde} on

cassettes. Slides were made of their art work wherever this was applicable.

Similarly the ffve students (who were just beginning) were interviewed

%

at the start of the first segbster and then this was continued throughout :
~ !

the course of one year so as to follow their progress in the self-study C

a

wherever possible (approximately half of their total output) so that
i N »
there would be a record of the creative process. A

_¥§anscripts of the interviews dealing with self~study and creativity

were typed and are included in the appendix. In the thesis deposited in

-

A




A signed release form was obtained from each student. An example of

!

this form is includéﬁéin the appendix.
j

The interviews o ntered around these questions:
1. Do you th;nk of’yourgglf as creative?
2. Ho; would you define your own particular kind of creativity?
3. Do you feel that you've experienced self-study at the
New School? - -

4. How would you define self-study?

In the interviews of the five students who were at the statﬁ}of their

. first semester the discussions still revolved around these four main

questions. These also included more in-depth discussion of their

»
*

) particular experiences at the school during the two semesters in which

-

the students were folldwed. -

First I will make a synopsis of each interview, stressing }he

. ;

negative or positive feelings of the student towards self-study and
creativity and discussing these reactions in the context of their lives.
Then a table will be presenéed correlat;ng the positive and negative
involvement of the students in self-study and in créativity.

Criteria for ascertaining positive or negaéive fgeIings,towards
self~-study and creatiz}ty: the author based her judgment gn the students'
answers to the four main questions in the interviews.

Feelings towards self-study: ;’ a group situation

Positive: the student asserts that the self-study undertaken was

o \

a useful experience in terms,of}self—understanding and personal growth.
. Negative: the student asserts that he/she did nét personally
benefig from the self-study experiences undertaken at the school.

Non-group self-study: Some students felt negative about theilr

i

o

.
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seif—study experilences in a group but positive about doing sélf—;tudy
on their own or on a one-to-one basis. This was also taken into
: ~ . -

account.

Student's feelings about h;a/her.own creat*vity: . <

Positive: the student asserts th;q he/she Epinks of himself as
creative and defines his/her own particular kind of creativity. His/her
creative work was, if possiﬁle3 looked at anpd digcussed as to how he/she
felt about it and what hopes  and plans he/she had for the_ future. '

Negative: the student asserts that he/she feels discour;ged about
his/her creative work and did not think he/she would céfry on with it .
in the future. - .

,Finally, I will discuss in detail three selected interviews that

were of particular interest, showing three different kinds of inter-
; .
action between self-study and the creative gnbcess, the latter as ,
experienced by tFe students in visual arts studio courses.
Interview no. 1: student feels positive about self-study and r
(Student no. 9) {
positive about the creative process.
Interview no. 2: student feels positive about self-study and
(Student no. 7) N .\ .
s positive abou? the creative process b§3>9tops all
creative activity after one year.
Interview no. 3: student feels negative about self-study and
(Student no. 8) \ ’ ’

3 negative about the creative process.
\ . '
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Results
On the whole, I found that the students who felt posffive about
their experience of the self-study process also felt positive about

their experience of the creative process (in the visual arts, drama,

-
a

fousic, film‘or photography). Those who felt negative towards tﬂeir
self-study exéeriénce also felt .hegative about their creativity--except?
for one student who felt negative about her self-study ;hk,positive'about
her creativity./ There were however five studen;§ who, although they

felt positive about self-study on an individual basis, did not feel

positive about self-study in a group. They did feel positive about

\
i

their creativity.

Baron (1963) in his profile on the creative personality shows

that lower scores are usually obtained by creative people in

"Achievement via Conformance and Socialization" teéts. Baron interprets
theée score; as a resistance to enculturation by the creative in@ividual.
That is, creative people are lessvlikely to achieve their goals through
conformitf‘or assimilation to the standards of a group. They are more
likely to set thelr own goals and carry th;ﬁ through og an ‘individual
basis.

This might explain the resistance of the five students to self~-

study in a group situation. In this situation, the pressdres of the

Acgroup~to influencé the individual in ‘a particular direction can be

o

very strong, and students who are self-determined may tend to resent

\ =

1t. .

33



N

v »

- Synopsis of the Interviews ’ R T

The ten students wh¢ had spent at least one semester at the school:

.

g

Studentg&o. 1. Thiy student felt positive about his creativity and

» o P

positive about self-study on a one-to-one basis but ambivalent about

group experiences. He is basically insecure in his relationship with.

peolile but comes from a family of practising artists and has considerable '

skill in drawing and painting. "He has high goals for originality in

creativity and knows he has not reached thése yet: Although ‘he is

-
A

socialiy ingecure and therefore ambivglent about group 'experiences, he
)

is basicaily open. to new directions and is capable of self-study

® .
‘'especially in a one-to-one with a staff member."

3 c
’

Student no. 2. This student felt positive about both her self~

study experiences and her creativity. She felt that self-study and

" the band helped her to express herself verbally and this helped-her to

‘express herself through art (drawing and painting). The self-—stud}:
process also helped he;' to accept and like herself and thusl her work.
She learned to trust her feeli;lgs and to express these feelings An
drawing or p‘aintingg.

.. R £
Student no. 3. This student felt positive about both his self-

study experiences and hi‘s creativity. For him, music and photography
are ways of expressing his emotions. He is already an accomplished

musician and, although only a year older than most of the st\idents,

—

has alread)} earned his living aé a musician. Thereforq, though the
banding process helped him to face some of his Efoblems, he felt that
he acted\more as a catalyst in the others' self—s:tudy,ptocéssnes. Being

already quite mature and self-confident for." his age, he did not erofit

\

as much from the band experience as others.

P
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in drama and film. He sees any medium as a vehicle for expressing

>
r

Student no. 4. This student was ambivalent about his self-gtudy

experiences in a group but positive about self-study on his own. 'He
also felt positive about his creativity. He is productive in many o
media, imaginative, and given to.creating gantasy worlds. But hkvis

not always at ease socially and is, as he states, the kind of student oo
who would do a lot of seli;;pUdy or introspe?tion on his own. The )/y‘

school did however force some situations which caused reflection. This

-

helped him to examine his inner reality and see it from other points of

"

view and helped him ultimately to be more at ease socially. -

Student no. 5. This student felt‘neéativelabout self-study in a

‘group but positive about self-study on her own. She felﬁnp6sitive

about her creativity. For ‘her, being creative consisted in applying
her imagination to the construction of a character in drama. She sees -

hersélf'qs introspective and given to analyzing herself, so she does

Al

not feel that she got very much out of the self-study in the band as -

she wogld have done it on her own anyway. But the échool did give her

the opportunity and confidence to em@lore drama as a means of expression.

~

Student no.‘6.g This student felt positive about both his self-

study experiences and his creativity; He has a strong creative drive

himself and his emotions. He feels that he profitéd greatly from the

/ self-study experience in that he learned to stop putting on masks and

accept himself, and trust others to accept him. However he is still

wary of the outside world. //,'

Student no. 7. This student believed‘tﬁgt she had had good self-

study experlences at the school. She became very creative in her first v

2 -

two semesters of drawing and painting. Howéver;xin her, third semester
. - /_:v‘ :‘
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she got frightened because she felt she was revealing too much,of her
. ¢ ¢ '

~ L)

sensitivity in her painting and she couldn't take the criticism of her
work by other students. In her fourth semester she stopped drawingcand

paintiﬁg altogether and decided to study literature and history im the

university. ’ U

. e

Student ' no. 8. This student felt neégative about both his self-study

B

and his creative arts experiences at the school. The school counsellor

-

thought that this student was too disturbed to participate in group
encounter sessions. He was already s;;ing a guidance céunsellér once
a-week, His thoughts were often disconnected as can be seen in the
interview and his drawihgs were rigid and caricaturigh:\ Although
sécially he relaxed a little in the at‘ sphere of the school he did not

gain much, in his own éstimation, fro thé self-study. He left after

one semester. ’ Dy j

Student no. 9. This student ﬁelt positive about both her creativity

and her self-study experiences. S#e came to school because she felt a

- lack of personal contact with people where she was studying before. She

became very involved in the self~study groups in the school an@ very"”
active in the community. Having healt“ﬁizﬁ\ber emotional needs, she
started Erying out various creatiYe activitiés. She got very inﬁglved
in drama and paintiné:§nd, after some iﬁitial strgggles in trying to,
reproduce vigual reality, she found that art was an:e§pressive medium
and used it to express her emotions an& allow a flow of fantasy wherein
she eventually developed her own world. For thig student, the
éploration of her emotion§ inwthg self-study groups and the exploration

of her emotions in art were closel& linked. N

\

T
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Student no. 10. This student felt positive about his self-study
expefiences and his creativity. He considers himself creativé because
of the originality of his ideas: He wants to express himself thfough
film and photography but feels insecure about his techniFal means. In
his own opinion he is gene}ally insecure in his dealings with people and
therefore often aggressiye and, loud. He used the self-study in the band
-

to help him work out this problem.

Synopsis of the Interviews

The five students who were Interviewed at the beginning of their
first year and followed throughout the year:

Student ﬂo. 11. This student started the year rgésenting the °

cdﬁpulsory’natﬁre of the band and the gréup focus of the school. He% ~
attitude towards self-study in a group remained ambiv;Iént for the rest
of the year but she felt capable of, and was given to, much introspection.
She felt positive about her creative processes. .At the beginning she
fefi that the band interfered with her interest in the’fine érts courses.
By the end of the first semester she felt quite happy.with the band and
felt that she had done much useful self-study.

In the second semesterfshe gained new confidence in her creative
aevelopmeng as she ac&EI?gEbéome useful technicalkskills: éhe now felt

vgpffzisturbed by the whole idea of compulsory self—stﬁdy within a band
\, -

on and by the feeling that she was being pushed into being a

ertain kind of person. S5he did feel however that she had done some
uséful) self-study both in the band and in the self-portrait group.,

She \felt ghe was also successful, at least to some degree, in fulfilling

her desire to be able to express her emotions through art.

-
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Student no. 12.

This student felt negative about her self-study

experiences and positive about her creativity.

At the beginning of the

year she thought that bands and self-study were good ideas because they

3

helped people make contact with each other and break down the usual

barriers of non-communication in this society.

For herself, she felt

" it would help her to learn more about how she interrelated with other

people. At the same time, she was afraid that she did not have the

ERre

competence to deal with other students' problems, especially deep “

psychological ones.

She liked the art classese in/that they emphasized inter—communication

between the students.

o

t

Through the art classes she clarified her goals

A
in art and decided that she wanted to go to Delorimier Campus for a

three-year design course,

”

e

satisfaction with her experiences in the band and the self-study. She

felt that she had been able to see herself and how she related to other

people more clearly. g\bevef by the end of the year she expressed .

'

great dissatisfaction with the band, felt it was too conflictiné and

-tiring, and that other people s problems brought down her own energy

1evel especially as she had enough conflicts of her own to deal with.

She had applied to Delorimier and was looking forward to dealing with

v
colour, line and form.

She agreéd that what you do with these reflects

what is going on inside you, but this was not the main focus of her art
F

work. d

Student no. 13.

her own but negative about self—study in a group.

about her creativity.

self-study which went

.

>

o

This student felt positive about selﬁ:study on

‘;L;

She felt positive
» b

"In her flrst semester she liked her band and the

oh it..

7oyt

e

She felt that she had learned to speak

e & g e A

A

By the end of the first semester, she expressed

&
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out in a group and give feedback and support to other students.

Aithough she felt that her own self-study had not been that .good, she
\ had learned to see her relationships to other<people, especially her

parents, more ciearly. She found the évaluations at the end of the

semest;r ve;y useful, especially in her drawing class.

| She éaid that it was very important for her to express what she

felt and what she thought, but that she usually did this in her writigé\\

rather than in her drawing and ﬁaintiﬁg. Ideally, her paintings would
"be politically and socially conscious. A\

Howéﬁer,vby the end of the second semester she felt more confident
in her art work than in her written work and felt shg would continue
with this after she left the,New School. Her experience in the band

the second semester was not as good as it had been. She felt she eould

do better self-study on her own and had outgrown the need for a band.

7
Student no. 14. This student felt negative gbout both her self-

study and her creative processes. When she came fto the school she liked

[RNSTIEN I R Y

the idea of the New School as a place where different sorts of people

could get to know each other, but she was apprehensive about self-study

and afraid of what shé might learn if she looked too deeply into herself.

1

Although at the beginning of the semester she had expressed great
interest in pursuing a career in fine arts, by the end of the semester
L4

she had decided to go to secretarial school and to paint only in her

sparé time. She said that the school had helped her to be less shy with

B

people, but that she had not done self-study in any great depth. However!)
through listenin%;po other people's problems, she-had realized how ‘ .
secure her own family life was, and how 1mpdrtanp that security, including

financial security, was to her. This was one of the factors in her

»
.
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decision to quit the New School after the first semester and to attend

a secretarial school run by nuns. .
’ 4

Student no. 15. This student felt positive about both her self-
S

gtudy and ‘her creative experienqes within the school. Although she

expected "bullshit" when she came to the school, she found that there
was none. She liked the band and the self-study which allowed her to .

see herself as others saw her. Her 'second semester band was not as

0' o

successful but she carried on her self-study in other learning groups

and in one-to-ones with her peers within the school. She came into the

school wanting to do fine arts. She had élready done a lot of
imaginativé dréhing and painting wherein she could let her unconscious
feelings flow onto the paper. In the school she acquired skills in
reproducing visual’reality which ghe feltﬁdould be useful in embodying
her fantasies. ©She is very determined to go on with her studies .in
fine arts and make her mark as a painter.

i
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Table 1- o //

Students' Negativ’ and Positive Feelings about Self%udy and Creativity

ke
Student Student's feelings about Student's feelings about
’ self-study his/her own creativity
Group self-study Non-group -

% ’ /;éf%-study . '
' S ‘ !
,§=L~\\\\ Negative Positive Pogitive

S-2 Positive Positive * |
§-3 ", Positive S Positive o .\
S-4 s Negative Positive Positive s ; '
S=5 ‘ Negative | Positive Positive g

" s-6 } Positive ) Positive . é
5-7 Positive ‘ Positive and tﬂen negétivg
5-8 N;gative ‘ Negative
5-9 | Positive Positive .
5-10 Positive , PositiQe
S-11 Negative ) Pogitive Positive ]
S-12 Negative , ' Posiéive - A
$-13 . Negative Positive . Positive
S-14 N;éative ' : Negative

. §-15 : Positive . ' Pogitive -

L ey

Note. Of the students interviewed at the end of oné or more semesters,
'd o

5 of 10 had positive self-study experiences correlating witﬁ
poaitive creative experiences. . /7
>
3 of 10 had negative self-study experiences in a group but
‘positive self-study on an individual basis correlating with
positive creative experiences.

1 of 10 had negative self-gstudy experiences correlating with-
negative creative experiences.

. f
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. y 1 of 10 had positive self-study and creative experiences but )
\ then stopped creating.: .
., 4 - A

j,;DOf the s;uéenﬁs chosen at the beginnlng of the program and followed
throughout the year,

. N\
. 2 of 5 had positive self-study experiences on an individual
basis correlating with positive creative expeé ences but N .
felt negative about self-study in a group. ' \\\ ' : \

A ' "1 of 5 had negative self-study experiences and positive creative
N experience. ,

1 of 5 had negative self-study experiences correlating with
negative creative experiences. S

{

R

Y

R

.» 1 of 5 had positive self-study and treative experiences. Q;——//FQ




Ih-depth Analysis of Selected Interviews . :

Having seen the overall picture for the 15 Interviews T would now

+

like to discuss, in detail,  three interviews which were pf partiéular

interest to me. ' y .

o ' - -

In Interview no. 1 (with St&aent no. 9), I was inte;ested in the
relationship between the gtudent's self-study experiences and t‘
free%ng of éreative forces which she said she experienced at the
New échool. 4 r

In'Interview'no. i (with Studenﬁ no. 7), I was interested in
exploring why the s;udent indicated that she hgd bositive experiences
in self-study and in creativity but then became'frightened by‘tﬁe

creative process and stopped drawing and painting altogether. .

In Interview no. 3 (with Student no. 8), I was interested in the

L)

disassociation and lack of affect which can be seen both in the student's

relationship to people and in his drawings. k

-Interview no: 1. This student felt positive about both her self- -

séudy expe;ieﬁce at the:school and her qreati&ity. What interests me°
about Interview no. 1 is the parallel béfween the student’'s self- |
exploragion statements and her étatements&that indicate a freeing of

. R .
subconscious and creative forces. That these take place at the same
time and in this one environment is, I believe, not just a matter of
chance. Maslow (1972) states that the healthy person who creates has
managed a fusion of deeper self and conscious self. He believes that
it is possible to help this procésg b& psychothetapy.n The pérson who
has achieved this integration of primary processe; an& secondary

procésses can then "live with his unconscious, his childishness, his

fantasy, his imagination, his wish ful?ilment, his femininity, his
. '\\ <,/

\
) =
//
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poetic qual&ty and his crazy quality" é;.89). “ :

In this interview I believe it is possible to see how the student
came to the New Scﬁool in se;rch of cloger and more meaningful relation-
ships., She fulfilled this need~tﬁrough the bands and through the -
exﬁlorations of her own emﬁtions in self-study. She then explored her

a 4
creativity in various media.

1

\ .

I interviewed this student after she had been at the school for
two years. She had previously attended Vanier Collége fbr,two years,
majoring in biology. She had chosen blology because she wanted to be

outside, in nature, but had found the actual classification meaningless.:

v

(I stands for interviewer and S for student).

I: So then you came here, you came to the New School; at  the Y

beginning did you have any particular idea of what you
wanted to do here?

S: No, I just wanted to try to do something different. I did
not really know what the New School was about, It seemed
different, friendlier; there was some human contact and®
., that's what I really needed. Vanier I found was a very cold
place; I didn't make connections, especlally in the department. -
that I was in. It was all related to subject -matter and not
related to the self, and that was important to me, and I took
a course when I was there called "Reaching Out" and that gave
me a taste of what this school could be about and I 1liked
and I wanted to come here and find out. iy
. I: When you came here what did you pick? You must have picked
Social Sciences or Creative Arts? .

S: I picked Social Sciences.

I: Did you keep to that as a main subject of study?

S: No, not at all. I got involved in drama and art; ‘I took the -
usual band and a women's study course with A and the following
semester I took the sexuality course with B. R .
. ‘ ¢

I: So you sort of kept a balance between personal things and
creative things?

<

S: Yeah, yeah.

44
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So this student came to-the school mainly because of a need for
human contact; she needed to get in touch with other people and through -
other people to get in touch with herself.

1: What was your first band like?’
-S: I think that my first band was the.best band that I had, because
. . I realized that I wanted people; I needed people; I wanted to

make contact because I'd been ostracized from everything in
the school environment. I had no one to talk to except the
teachérs who I would talk to mostly on an academic level. On -
a personal level I had my friends; mind you. But I felt I
needed more. .

I: Well, another way to grow; your friends tend to stay in the
same place.

L S: Yeah, I found that more and more as I went to the New Schoolj;

‘ they sort of stayed with the kind of things they'd been .

into all the time. I was more into getting to know someone

personally but in a group, melating to that in a group. I

was really enthusiastic, I was on all the committees; I was

really gung-ho. If'I met anybody on the bus I would tell

them about the New School. Gotta go to the New School. So

1 was very, very positive when I came here.

i3

. - I: What happened as you went on? - 4

S: Well, gs I went on, a lot of my needs got fulfilled, those . ;
particular _geeds of human contact, closeness, and maybe group ‘

feeling, group closeness, and I wanted to start into the

academit part. After a lot of difficultie's I sort of resolved

art was what I would concentrate on more in the school.

| . ) 3 Once her psychological needs were filled, this student started to ) X 4

explore what had previously been completely foreign territory for her,

that is, the world of creative expression.

— b e s e b

s I: Art rather than drama? ' Because you did take part in a play.

) S: I'm always torn between art and drama; I really am. They both
involve a lot’of commitment. Like in drama there's always a
deadline over your head. But I feel very real when I'm on s
stage; I feel very real-and so it's a very real moment.
. Afterwards it's not; I.wonder why I do it afterwards.

N

I: 'Why?

o 3

iy S: Because the results don't really convey the feelings, the

o
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oemotioné and everything, the whole experience that went into

it. And into the.play, you know, four to six weeks df work
condensed into four nights, I have to convey all that, you
know; same thing with any kind of work, any kind of painting;
I'11 work on a painting for two months and when it's finished,
look at” it and say, ""Is this all I did for two months?"
except that when I was doing it I had no doubt that that's

_what I wanted to do.

Do yau think of yourself as a very creative person? Was it a
surprise when you ‘came to this school and you started painting?

1 wanted to come here and try a lot of different things. So
that's what I started out doing. I didn't consider myself a
creative person. I mean, having been streamlined through high
school and CEGEP systems as Pure and Applied Science turns you
almost into an automaton. * .

‘ -

v

In exploring her creativity in art and drama this student found a

way to express her feelings through the use of coiour and personal symbols.

S:

I:

S:

I can see where science can become creative later when you vb
acquired a lot of knowledge.

Yeah, but science tends to be built more on a step by step...

Right, and that step can be reached much easier; it's a lot
more easily accessible to me, 'cause it's just my feelings,
just fyself, rather than reading knowledge in books and
memorizing. I don'"t go for that; I can do it.

In a way, though, if you do get into painting you do have to
learn a lot of technical skill-and a lot of knowledge.

~That would be different for m ecause I would want\$o do it.

I would be curious about oth€r artists or curious about R

It's more self-motivated?

. Yeah. !

You know in the terms we learned in Art History about the
painter, formal order, expressive and realistic painters,
where would you place yourself? What kind of greativity
do you think you have?

More expressive, I think. I think a lot of my emotions come

‘out, a lot of personal symbols come out. In .the colours
*1 choose, I have them for a reason, maybe. I don't think

of it at the time, ma%b’ it's intuitive but it is related

P Alereak Semebe -
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to'myseff, so it's more an expression of my feelings.

As one.can see from the above quote, this student feels that she

-

‘ uses art and drama to explore her emotions. This is parallel to her

work in self-study in the school through the band and various other groups.
I: When you went into the band it was mostly as a way of getting
. contact with other peoplg Did you find that you got into a
lot of self-study? ©

S: Yes, I've always.done a lot of self-study. I've had a self- T
study group here every term, apart from the band. It started
with that first band with B. I was dissatisfied with the band; )
I said I wanted to do a lot more self-study and I suggested ’
that we have a small group of people who wanted to move faster
and to keep journals, to meet at a different¥time and that's
what we did, and [what] we've done every term.

N I: So that's been your focus for self-study in the school, which
is different from what you've done in the band; you seemed
- : frustrated in the band last semester. .

S: This term there's a lot of self-study going on in the band.
. I can bring qut things which I wouldn't [have] been able to
’ say 1if I hadn' t already worked them out in the smaller group.
I: So it's easigr toxﬁring it out in a smaller group?
S: Yeah, like a group of aboiit elght; fifteen gften has a split
in 1it.
. ' . E
(Fifteen is the usual size for a band).

I: How would you define self-study?

S: Well, I think each person has to define it for themselves. For . _
. me, I would say self-study woul@ be getting to understand é
- ‘ - myself through the eyes of other people, seeing how I appear :
to them; then I could be more objective when I look at myself,

and if I see something I don't like, then I can work on it.

L
I: The group acts as a mirror where you can see yourself more
realistfcally

= . S: More objebtively anyways. Sometimes people are way offr and I
) know 1t. By now I have the confidence to say "You're wrong."
. Let's say the first term I might not have. I was really
* trusting, but by now.I'm beginning to know who I am and
% wgat I want a little better than I did before.

I: Do you find that art works in the same way, the creative
- . % R
f én " ‘ ’ '
i

~

et g e o e e e et — e




vre pR e e P v

gen

Al

.this student’s first impulse is to try to copy visual reality, but

/ * ,
H 2 . |
experience works'in the same wayf ' Do you see yourself more ' ﬁ -
clearly by picturing it forth? ) o )

S: I don't think I see myself more clearly; I think I understand
- my emotions better, becauséxit's [a] more emotional type of
work, and when I put something away and look at it later I'll
, get a feeling of how I was feeling at the time, so really ‘ ' d
it's helping me to understand my emotions towards objects
or people or situations. !

‘I: Do you see it as a form of self-study? ~ .
°g: Oh yeah. " a
u .

As we can see from the above quote, this student "sees art as a way

of exploring her emotions, One of the reasonsnfor this is that every N
- subject at the school is supposed to be taught in a self-relaned way;

i.e., tne teacher, tries tq encourage/the formation of a personal !
conneetion between the studknt and the snbject so that the snbjeet of: °

study becomes self-relevant.

' I: O0.K., when you came in the firet semester, what did you do?
You took drawing?

S: Yes, I took a Drawing 1 class. We started off putting pins
and seeing the distance and marking off dots for the distance,
and oranges, doing contour of oranges and that sort of thing.

5

I: You didn't find it boring? . :

S: I just found it very frustrating. A lot of it was that I was -
not a creative person; I could not draw. We went in very
¥ early after a few lessons, into the model drawing, and I
didn't like that; I couldn't understand what gestures were,
so things I saw looked like scribbles on the page and, it was e//'
just getting me more “and more upset. Then 1 decided, "No,
I wasn't going to do amy more art." *Then we had an evaluatfon ws
and we talked about it, what I went: through, and then things
started to look a little better. . I started to do one or two
things I liked. So that heartened me to go on, try and see
what would happen.

! LY

Like most students of this age in their first encounter with art, ¢ %

o ‘ .0
under the influence of those aroundfher she soon changes direction.

)
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I: When you were in first term, did you do any imaginative drawing
£, P .

at all?
T— \
S: "No. ' .~ B
‘ .
I: Nothing that was self—relarLed? .-

L~

St No, I would just try to look at someth:lng and make it look 1like

reality" she started to search for a symbolic language of her own.

- that

what it looked like.
I: Copying reality? ' ;
S: Yeah.

I: Was that how the class was structured or was it your own
particular thing that you wanted to do? . -

S: I don't think the class was structured like that; I guess it -

¢ was my own particular concebtion of-what drawing was. Why
would I want to draw anyhow if it wasn't to draw what was
already there? And I was very naive about art; I wasn't
brought up in a home where we discussed art or went to art
galleries. So I really didn't know anything.

I: What made you change from wanting to reproduce reality to
thinking yow-wanted to express your emotions?

-

"S: I think.a lot.of it was,C. I think she pressed a lot for what

was good, what lines, were good, what strengthened the idea
more than what strengthened the reality and I got more support

» I guess from her in that respect. She didn't demand reality, .
so I didn't see why I should demand it of myseélf. So I began
to explore on°my own where I wanted to go, what I wanted to
do. This is the second term now. Then she suggested that we
do self-portraits and try to start from there:

It seems ft:hft: once this student found she didn't have to "stick to,

3

language could be said to spring from the precqgscious flow of imagery

\
Rugg (1963) and Kubie (1961) talk so much about.
-

“8: In the second semester I took a mixed-media course. It gave

1 s o gt 2 s o b e e e o o

me a wider outlook; it wasn't just replity and a pencil in
your hand; it loosened me up and helped me see better.
M 4

'4 "
I: See all the things you could use 'to express yourself?

S: Yeah, and I noticed I's ed looking more; 1'd see more
things. ' There's so’ much to see.

. > .
¢ . .
.

-

-
v
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I: Did you do a lot of self-portraits the second semester?

LR N

S: The second semester it was stressed, as a way to start off. -
It is more personal of course. .

I: How did you feel about this firs\t, one? (Slide #1)- .

7 )

S: I found it kind of scratchy. ' I went over the lines a lot.

I: Do you think it looks like you? °
- . \

/

P

S: In a way. B -
I: Does it feel like you?
S: Not any more. No.

: I: At that time?

v

S: At that time, yeah. I was going through a lot of troubles. : ',
I can see that. . ) o
- I: It looks troubled. . . / >

S: Thid started off as a. self-portrait. Then /I started going off
into a fantasy. I started thinking it's a computerized world.
That's like a computer up there. '

- I: Your brain is 1like a computer? \
S: Yeah.
I: Do you still see it as a self-portrait?
S: No, not so much. Once all this other ‘symbolism came in. |
It was like a feeling T had at the time. You know, like . E
~ the springs inside the body, very mechanized.
I: No hands.
S§: Yeah, it turns into more of an insect boldy° here.
I: What's this? Is it'a leaf? |, : ) .
S: 1It's the hand and then there.' 8-a tohéue coming out of the hand.
» * .
1 think the atmosphere at the school and the fact that she was . \

constantly delving into her own emotions in various self-study groups

helped her in gaining access to a preconacioixs flow of imagery. . .
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It seems like a very big jump from trying to capture visual
reality even-in the self-portrait to something completely *

‘imagistic and symbolic,

Well, I think a lot of it had.to'do with what I was feeling
at the time; I was feeling very angry and frustrated and I «
had to get it out and this is what. happened.

Had you done doodles like this before? .

No, I was not the dogdling type; now I doodle all the time;
before, mainly boxes and cubes.

How do you think you made that jump from the reality-oriented
thing to the complétely symbolic?

I don't know. Maybe it was a lot of tke influence of the

" people around me.

What you saw other people, doing?

Yeah, what I saw others d&ing in the class, and a lot of the
work in the.art room is symbolic. I would talk to the artists;
it's an important part of this school, I think.

0

. Had you seen any of Miro's work?

No, I'd never seen one. I'd never studied any artist Just -
some I knew of that would float up in.a household situation.

S0 this just sort of floated up out of .your subconscious,

I suppose.

‘

" Yeah, this was very much just unconscious; I just let it happen,
you know; I didn't think about it.

‘ I think one can see a definite progression here from delving into

her'own feelings in the self-portraits to letting her feelings flow out

onto the page in the form of images from the preconscious.

- I:

Were“these the sort of things that were comiﬁg out in your
self-study groups? (Slide #2) X
Yeah, I showed it to the group and we discussed it. It was
also around the time of N's suicide, so it was on my mind
and it was a good way to start to.talk about it and our

_feelings about it.

Another self-portrait? Were you feeling better? (Slide #3)

Yeah, I was Jaunty, wearing my”favourite hat.
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. It's more symbolic again?

w
- -

°

This is a drawing with a water colour? (Slide #4)

te

Yeah. '

It's when I started thinking about sexuality; I was\{n my
sexuality class. I had a lot of things to think abou and
this group was good for me.

Looks like a dream symbol?

Yeah, it wés very dreamy. That's a charm my mother gave me.
It was also symbolic becaust around the same time I met this
guy I really liked. This was a set of flowers my boyfriend
had sent me. (Slide #5) .

Did you find it more interesting ;;Eh you got into colour?

Oh yeah, that's mostly what I was interested in; when I got
into colour, I was hooked.

But it took you a long time to get into colour, to try it?

Well, I'd always been told I couldn't match colours in clothes,

.80 I thought I couldn't use them.

N

But these flowers had an emotional meaning for¥you?

For sure! They were Valentine's Day flowers, 30 it meant
sdmething.

.From this beginning,éand especially once she gét into colour, this

' student just took off into am imaginary iand of her own that she na@ed

llzeroll .

- Dogs it exist?

And in this aqne it's a‘landscape and a creature doing an
arabesque. A

Did that just come out? (Slide #6)

No, I wanted to do it, 'cause tﬂaé s when I first started.
thinking about Zero. When I first met Richard, wg\g;arted
talking about Zero, the land of Zero.

2
0

Yes it exists in Yyour heart, it sort of symbolizes warmth and
friendship, people loving each other, all those types of ideas.

RS %
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‘v:_

When you did it, you actually thought of looking at it both ways?
Yeah, 'cause there's a-lot more roots and there's a lot more
happening down below but I didn't put it in. I just wanted to

-keep it like here apd this in particular.

I see. Are those like mountains -going up? ~} o

Yeah, but it's sort of like a dream world.

‘But that's the dream world and the oth¥r side is reality.

a

Yeah. . ) \
So the dream world is happy? ,

And calm, and this is more violent.
Reality is violent? - ’ ’
Yeah. .
Do you really see it that way?
Yeah, I guess so. Not so much more violent but it is much .
stronger. I don't know, I don't find that many marvelous
things out there. As opposed to the New School where people
are more friendly and more outgoing and more willing to be

close. e it geems like one small person against the
system-—that kind of idea.

s o s bamb bH o wron =

The system as one big eye; it looks like big brother is
watching you. So the bottom is more like your inner world?.

Yeah, it was more like when I first met Richard and we were
talking about Zero, the planet Zero, whére he comes from.

An inner’woéld?

Yeah. It was a kind of game. A way of saying we wanted to
be real people to each other and honest. We wanted that kind
of relationship; we didn't want that kind of relationship.

Then you made a painting out of that? -

n
I3

No, that was just a start; then there was this one. (Slide #7)

"When I was a child of Z¢rd I vas not afraid."
Yeah, and that's anogﬁer Zeronian landscape type of idea.
It's like the idea of me being a child on that planet and
having no fears, no worrieg, very happy as a child.

\

»
- .
> -




I: Why is the finger pointing? | . >

. S: I don't know, I didn't think of that too mich, I just sort of
wanted it to happen.

I: One eye is looking inward?
Maybe; this eye here is the game kind of idea. Also this
eliminates the need for haviing facial expression.

. I: The hands? ‘ : . v

S:” Yeah. ° X
I: There's quite a bit of expression in the eyes somehow. They .
are your eyes? '

S: Yeah, like this started out; I did my eyes and I left it at that.

"

This student seems to have beeﬁ able, as Maslow (1972) says, to
inc£ease her creativity through "making available to [her] sélf these
sources of fantasy, play with ideas, being able to sail right out of the
world and off the earth; getting away from common sense" (p. 93)

I: I'm amazed at how you always .seem to go ffom a very realistic
thing and gd off into a completely unrealistic, symbolic thing.
)’
8: It's easy for me to start from something that s real” and then
sort of go on from there.

I: Do you think it's because you're frustrated with your ability
to reproduce reality or do you think it's just where you
want to go?

S: I don't think it's because I really want to reproduce reality
because if I really wanted to do thdt I would take up photography.
I know that photography is a great medium as well and you can
do so many things with photography, I could really appreciate
that, but with painting or drawing I've got to go into emo®™ons
or feelings. P

I: Do you get a picture in your mind first and then you decide to
draw it or does it come out in the act of drawing itself?

S: I think #n that particular painting, I thought about it
beforehand; the_details didn't work themselves out till later.
I had basically the parts that I wanted--like, I wanted the
sun; 1 wanted the birds; 1 wanted something hidden in the
forest. Beyond that I wasn't really sure. (Slide #8)
' Q
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‘college would be one where the student could try to find him/hergelf,

" respond to her inner drives and become a selfo-act{galized human being.
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1: You have a-sort of vision but it doesn't really become
definite until you paint it?

S: Yesah, sometimes it changes before I even start it, maybe
something el?E. oe ’ /

I: Well, like that snake}, did you have a definite picture in /
mifd when you did that“water colour? (Slide #9) e

S: I found a snakeskin on the rocks and I was looking at different
textures in the snakesKin and I just used that as,the basis
in oy work.

I:' It did have a physical basis#for it? .

S: Yeah. I don't really plan things in advance, maybe very
.+ sketchily, like in blocks; I think in blocks and then work
out the details. . '
“ /
I: But in a way you've used all these different water colours,- I
all the ideas £rom the different water colours, and then Y
synthesized them in the painting, because you seem to let ’ ’ '
yourself go in the sketches and then come together in the :

ainting.
|% g ‘)
S: Yeah. ' ) . -
This student decided that once she had graduated from the Nex/v
School she would get a job and save her money and if she found t/hat even

without the motivation of the New School she was still interested in

N
L' o - ~ s
painting she would go to an art school. S
For u;his student, the New Schpol h;d fulfilled the goals of\a ) <
humsnistic education according to Maslow (1972). For Maslow, the ideal
Sl

his or her likes and wants, etc. In other words, the chief gpal of an.
idneal college would be the search for an identity, and with it the
discovery of a vocation.

In terms of Maslow's proposals, it seems that this student has

learned to listen to her inner voice. ' Presumably she will be able to
. . : A t
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Interview no. 2. What is it that makes it possible for one to 4}

. ‘ become an artist? Maslow (1972) télls us an artist needs skill and
ta;ent and must work hard. He also stresses that, to be creative one
nust have access to the forces of the unconscious. Or as Kubie (1961)
states, one must have access to the preconsciduq flow‘of imagery without
ineerference from the rational, rigidity of the comnscious process or tgé
. equally rigid symbolic structure ofﬁrepressed unconscious impulses.
One must, according to Maslow (1972), through whatever procedure (some
form of self-study is what he proposes), become more familiar and less -
+ frightened of one's preconscious and unconscious processes. | | - ?
This interview interests me particularly because this student
+ showed a lot of skill and talent in painting and drawing right from the j
beginning.‘ She worked hard at developing her skills for a year but
{(as can be seen in the interview) she suddenly became frightened of the
creative process and gave up painting and drawing altogether, '
I interviewed this student at'the end of her last semester at the
New Schobl. She had been at the school for two years and said that
she felt positive about her self-study experiences and positive about

her creativity until' the fhird semester when she became frightened and!

gave up painting and drawing. ' , :

s
°

I: How loﬁg‘haﬁe you been a student at the New School? ﬁ

T S: Two years.
I: Yeu're going to le graduating?
D e .~ St }This term.
I:' Do you know where you're going?
S: I'm going to Mt. Allison next year. \ ' | ]

I: Where is 1t?
\
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8: It'; in New Brunmswick. )
L It's an art school.
5: Yeah.
I: So‘you've decided to go to art school.
S: No, i'm not g;iné into art necessarily. "
) I: But, if %t's an art school? a
S: I'm going into second year literature and history.
I: So it's not an art school? ’
S: Nq, yes it is. © '
- I: But they have literature? : { J
. S: You know Alex Colville? Hé teaches there. 1It's a-regular %n ,
university. - . )
I: It's & regular university that has a finé arts department. ‘

@

o Cabeaen v

There seéﬁs to be some sort of contradictiondhere. It seems to
N
X .
me that for this student the most important thing.about Mt. Allison is
that it has an art department in which she would like to.study but to

which she doeén't want to commit herself just yet. She admits thié

PNy

heﬁself in the following quote. .

°

I: (con't) and you're not going.straight into fine arts.

S: I'm going into second year literature and history but I'm o
going to keep my nose in fine arts.

I: As a;complemeneary. ’ ‘
S: Yeah.™ .

I: Why don't you want to go directly into fine arts?

S: I aon'élknow; worried about it I guess.. You know, whe
thought about it, I thought I wanted to try other things
first, but I think deep dowm inside me is a fear.
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O0f really committing yourself t5 1t? St '
Yeah. I might eventually. . '
Are you afraid of not making money?

No, not really. I just don't want to limit myself
intellectually., I Jjust feel very immature in that way.

her first semesteg at the New School, this student only took one -
class, but from its beginning her taleni: in the media was very

However, by the third semester she felt that she had gotten

into. painting and drawing too intemsely and she retreated into other

subjects and dropped art al&ogether. (see interview, p.52)..

When you came into the school, you didn't come in with an
idea of doing art?
!

It was a fluke. ) &

Coming here?
Yeah.
Why did you come? ' , .

No altemag:i{re. I didn't have the money to go to Mt. Allison.

:” But why did you pick the New School as opposed to any other

CEGEP?

I was really hes{tant about coming heﬁ‘. It's just_that they
were 80 open. I came right at the end of the summer.

Did you paint before you came Vhere? -

No, I went out with a guy who was an artist. He sat me down
and told me how to draw. ’ -

Did’ that interest you?

Yeah, 'qause I wantéd to be like him--a sort of emulation. \

So when you came, did you decide to take art right away?
Yeah, I'm really surprised that I did. I%gk drawing with C.
The first semester? .

Yeah, the first semester was the biggest ‘step for me.
a— ,
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I: Because you tried sofething new?

S: Well, I went further, you know; that's the time when if anything
ever happened in my art it happened. 'Cause that's when I first
gtarted to feel comfortable in it.

I: Right in the first class.

S: Yeah, like I was® amazed I could even draw. .

I: You'only took one drawing class that semesterf

S: Yeah. ‘

I: The next term §1d you get more heavily into drawing and painting?

S: I went into it a little heavier; last gemester I went into it
too intensely. I got done most of the work I did in art last
semester. Just over Christmas I decided that I wanteg to do
other stuff.

I: Right here in the school. So are you doing any drawing and -
painting now?

S: Only when my'tutorial comes over ‘I draw with him.
] .

The following statemenfs suggegt’that this student thinks of herself

1 - +

as potentially creative but as too young, and in need of much reflection

? L3

before she can deal with the reality of her experience. ‘She seems to
. < g
see her creatlve process as being interpretive and rgflectiﬁe.
I: Do you think of yourself as a creative pgrson?

S: . Potentially. - -

&

I: What do you think is blocking 1t?
S: I think my age. ’\ ’ o

I1: How old are you? .
83 Twenty. I feel I've experienced a lot but I havén'tﬂ;gﬁlected~/ -
enough. I feel that's what's going to happen in the next few
years. That I'll start to.get some meaning out of it. '
I: Do you think of yourself as gaining technical skills in the
next few years? Do you feel you lack technical skills?

1 - .
S: Yeah, I don't want to talk about painting--'‘cause I don't
know what's going to happen with that. I can see that maybe
some time later. I don't see it in the next few years. '

-

59
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B I see a lot of reading and a lot of thinking things out.

I: So‘you want to reflect. Aren't you afraid of losing those
technical skills? . .

+
.

S: I can get those later. I feel I have to reflect a while on
the last four years. ’

I: How would you define your own particular kind of creativity?

S: Elaborate. ' ‘ —

I: Do you think you're expressionistic? How 49 you define the
creative process? A .

S: Interpretive, sort of.
I: An in&erpretive, self-reflective ptbcess?

S:r Yeah, like going in and comipg out again, reflective.
b4

Schneider (l954)~wou1dhag:ee with’ this student that the creative

process is one of "going in and\coming out." He tells us that one can

never localize cre;tivity as a purely subjectivé phenomenon. The polé

of world is an 1negparab1e part of the‘creativitf of éhe individual.

What occurs is a process of interrelating thé person and his or her world.
_As we have séen, this student 1s very ﬁuéh into self-reflection in

o

hemart. This is carried through into her self-study. " ) '

60

4 I1: Do you think you've experienced self-study at all in the school? ’

S: How can you avoid it?

I: My whole band avoidg.;ti

S$: How can people avoid 1oqking at themselves?

I: They can.

S: Why would they want to?

I: ‘Maybe they don't like whai they see.

S: I don't feel it's something tﬁat jugihhappens if you walk into-
the school. I feel that it's a part of it. It made me stop

_and look at myself. I guess I'm the better for it; I'm also
very aware of all my shortcomings. ’

- <
> . ’ .
° . ; 1 :
. .
¢
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I: I'm going to ask you to define self-study in view of youraown
experience, , ) ’ '

v

* > 8: Just watching the way people react to you. If you're not
communicating too well what's inside, then you must change
yourself. >

» I: 1It's like a reflg@tive mirror--the band especially?

a

S: Yeah.

I: Have you had self-study experiences outside the band? ,

;

S: Yeah, the sexuality group. I guess every group.

4

Accsﬁ?ing to Vygotsky (1967), creativity must make use of th
breconscious process of free assogiatio; to create new‘relationships
and new patterns. ‘Free assoclations are necessafyato creativity because
tZS?‘fTee the preconscious system from éhe rigidity of the conscious .end
of the symbolic spectrum. Yet at the same time, he explains, they expose
it'to the distortions and rigidity of the unconscéious .system.

As we can see in the rest, of this interview when this student

started beipg conscious of the meaning of the images which had emerged

from her qreativé process, she became frightened;-frighténed of becoming
the "mad artist" because she coul@gnot assign a rational discursive ° .
meaning to her‘symbols and became frightenedpof how much of her
vulnerability peoplé could see in her work. She was abl? to use the

preconscious process in her art but, it seems to me, she became afraid

¢ = g
because in doing 8o she came upon the repressed forces of the

"~
.

unconscious system.

I: Even drawing and painting?

-

L]
S: Maybe not. I don't know where you draw the line. .
¥
I: 1In drawing and painting do you study mostly techniques?

- 8: Yeah, we talked a lot about our feelings, about drawing and
that sort of thing. //
"

[4
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" About being scared of drawing?

Most artists won't verbalize.

(7] B4

°

r

v -

Yeah.

v
v

Do you discuss. the images that you portray--what the meanings '
are of the images?+ - »

We were just getting into that when 1 quit.
Did that frighten you?

It made it more serious, you know; it made it more vague--like

. all of a sudden you can't just do it; you have to have a reason,

a message to get across and I didn't really think I had a
message, you know. ‘ . !

Why- did you think you had to have a-message? T think a message
comes through anyways whatever you do.

o -

Yeah, but I couldn't articulate it,.

>

Couldn't you articulate it in paint?' Most artists couldn't
verbally articulate it. ’

For me, 1'd have to be able to verbally articulate it; I don't

.want to be the mad artist. . g

Wait a minute, you« don't have to be mad. When wyou talk with

language you have agreed upon meanings but some feelings we
have no words for and the arts communicate these feelings.

1 ! '

Maybe I was seeing the same thing in my paintings as I do in

my firast poems. I thought they were really too sensitive,
they were like a 1ittle girl's. You know what I mean...

‘?eah, but your paintings are-very strong.

2 RN o .

What have you seen? / "(/

Just one,. I QES_S' the big nude. ) >

She started out--p thing h pened to her--she started out ' ..

very sensitive; she changed then I brought her back into the

studio, because when people Atarted seeing it (the sensitivity),

I covered it up. : .
You covered up what was there. Were you afraid of exposing
yourself? e »

It's terrible, I didn't even do it consciously, and thenm 1
looked at it and I said, "Oh no, something's g."
1 was trying to stick to 1t and then I started being uptight




"but wé can see

Jounsellor confirmed that this stqdent was *emtional]fy disturbed and ﬁS '
-f;r this reason ;xe w:s b;in\g ‘Been by a couns lor once a welk at the
. n :
college. f‘ %/ ’ ‘ - "
' This was the student's first semester at the New' S\ehoei-.. The school
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’

‘and people came aﬁd were constantly criticizing it and giving

N their opinion and you start thinking, "Well, maybe they're

-~ . right." .
I: 1It's better, to paint in the dark on your. own. | o,
S: I felt stupid in that-way ‘because people were say;.ng "Can't
you take criticism?" and no, I can't, and I thought this 1isn't
- the place for me. ;
I: Well, why dod't you paint on your:.own t;uan? i ‘ . j
S: I will this summer. - ' )

. This student became afraid' of becoming the "mad artist", afra:ld .of. '
the "vulnera%ility" people saw in her work and stopped painting"; and I A
draw:;ng' altogether. ' 1 consider this case particelarly n:lmport:ai'm; because .

“ : g/ ST

there was evidence gf much skill .and‘traleut in her art work afd yet, e
See—minagly through fear of the non-rational preconscious process, she
stopped’ working. '

~ Although st;e rates helxj self-study expefiencé as positive, I
remember (having"been 'éanparticipant in her first !:and' experience) that
she had a lot of difficulﬁy in opening herself up ;:o the grou;;. After | . "
this ;;;1”&‘1;1 e;:periencef aself—‘study probably became easiex fora her,

*

e srme fear of exposing her inmer feelinga g the world..
Aaking place in her artuexperience.

Interview no. 3. Incerview ho. 3 is included here“:ecause it seema ‘

to me to represent the distqrbed, disasso?:iated states of a student s

psyche and the reflection of t:h:la state in his drawings. The school

C e . ‘. oL ‘. Pl ’
counsellor felt that he was too-disturbed to pqrtigipa_te/ in group . (
. » ”’ ‘ ’v ) B } W

N .
3] - r
‘g ' . - 'y ) .
. ~"3 .
.




encounter sessions, but he did take part in the regular self;study

N procésses within the band.

I:

" happy with people.

<

I3
-S:
. : I!

S:

¢ %
How long have you been at the New School?

B

One semester.
Where were .you before?

At regular Dawson. I spent three terms there studying social
sclence one year and creative arts one semesgter.

Wﬁa: made you leave Dawson and come here?
Well I was thinking of leaving regular Dawson because I wasn't
happy there.’ I lacked a lot of basics, really a lot. -

N,
.

What kind of basics? .
Well, love or understanding of myself; I was searching for that
a lot. It was in my nature to search for that. I've always -
been laughed at or rejected or you know I never felt like

I never felt confidefit. o the New School
looked like a place where, like a diffeyeqt, very different
place. So I applied here; first it was .year ago and I got
refused because...it would be too long to spénd time on this
subject: Then I applied for this semester and I entered.

So has it fulfilled(your expectations?

A 1little hit. I have evolved. I can't say I have not. But
I'm still not satisfied. I want more, more, more, always more.

More of what?

L a 1

I don't ‘know. I'm not satisfied about the New.School, I'den't
feel good about the New School. C ‘

What is it that you want that isn't there?

I have talks with New Schoolers about it. Few talks. But I'm
constantly like expressinmg this. What was your question. again?

‘What is it at the New,ScHBQl‘that you are 1oo£ing’for--tha;
N :

you are not finding?
I need more,1more than that. It's not enough. I still feel
a bit lonely here. I need to live a lot more. I absolutely
need to ‘gr else I'1l kill myself.

-

When you say you need to live“a(lof more, what...

“ ' o

»

T |
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S:. I need to burn myself before I'm forty.

I: You want :¥o burn_ yourself out before you're forty?
5

: Yeah, I don't want to live beyond forty years old.

1: Why not? .
S: 'Life isn't exciting after forty. id//
I: Thanks; I think it's exciting. I

S: Even if you're old and crummy?

I: I think it's exciting.
S: But it's not as exciting as when Jyou're young.

I: Why, are you that happy right now? Bet I'm happier than yoi:

S: You're older. ’ . P ,
I: Yes, but you just told me that when you're older you're not
happy. But I am, more than you.

o

'8: You're right. But who proves it? 1Is there a happiness test? .

I: No, there isn't. In the time that”you've been‘here, have you.
had a main 'subject of study? ~ ’ . ,

° o

S: Self-study. R e
I: Self-study has been your main sybject? C e . <
'St Yes. ) ' . o

I: You've done a lot‘bﬁﬂthat?‘ SR o Lo )

$:' No. .= . R )
I: You waﬁfeé tpqdo a lot of that? " oL b .,
S: ‘Yes. - e - D
~I: What stqpped&xpu;u . , ? ' - &

S: I've-been kicked aut of the éncounter group of D and I just .
can't stand it. I just don't want to see him again in my

life L0 : Q,
- ' . @ ~°
’ L. K] . ) o
I:° You're angry at him. e QE;)
Y C s ‘ ‘
¢ 2 ‘
Ld - ‘
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S: Yes. He wants to talk toyme'about it. I told him, "I'm
pissed off at you, I don't want to talk to you again.”" I .
want to talk to him but not in his fucking office right now.
1'm not: interested in being in his office right now.
I: You want to be in the group.
S: No, I want to be in chaifs; it's too formal-looking in his
office. I know it's his job. I'm not going to be one of
his numbers. No way.
I talked with the guidance cotnsellor at the school as to why he
did not want to have this student in the encounter group. He thought
. j that the student was too disturbed to bé able to handle such a group, ’
: that he needed one-to-one counselling. The student was at that time
seeiﬁg a guidance counsellor on-a regular basis at Dawson College and )
had been dging so for the past year. - ‘ K
’ 'I;,_So‘you've done'self—study where? In theuband? .
’ - S: A little bit in the band, not enough. And in my other groﬁps,
. ~ 1like creative identity and success with E. I try to expose
) myself as much as I can, and with.my friends-~the few I have.
N Well, T have more than I used to have. I spend hours on the
, . phone. Two hours very easy. - - '
' . I: You're getting as bad as your mother.— : 1
; o : ‘ ® i
. §: My mother isn't so bad. Did I tell you she was bad? - o !
3 .1t You told me she spent all her time on the phone. A
) . f S: Yeah, she used to do that a lot. ' e %
‘ s V4 9
1 I: Now you've go§u£he phone. ' o , 0 3
z S: Yeah, I'm taking over the ,phone. Like I can talk philosophically : i
\ . on the phone. But maybe it hasn't-any relevance to what you're . 3
4 / doing. . ‘ . .
, , It Sure it has. So you talk a lot with people from the New School. -
' S: People from the New School are very busy. So I try to get in 4, J
: dontact with people from the New.School. I've got to make .a f;
. o \phone call right now... ' .
f I:. So you're taking self-atudy in‘the creativity group and in the
! band a little bit. 4
j SN . . »
- ) N P *
b ‘ e ' v
] v c VS
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\ S: Yeah, yeah, in the band not a little bit. But'l didn't get a

lot out of it. I don't have as much confidence yet. They're
too...I don't know. . \

We can see here' that although the New School has helped this
student to some extent in providing a more secure environment so that ’
he can make more contacts with people, the band and self-study experience

has not been very successful for him.

-

I: Do you think of yourself as creative?

» S: Not on paper, not the ordinary #ind of creative peréon. It may
. . look silly, or pretentious; I don't want to be.

- . I: You don't want to be creative?

R

' S: No, no. |

b’ ;/ . R ‘
I: You don't want to be pretentious? 4 _— A
; . S:- No. T want to be pretentious but I tend to judge myself a lot,
' or people will judge me if I tell too much, I'll surprise them s
v too much gnd then people will-berturned off.

hf: You're afraid to reveal youééelf?

S: Sometimes to certain people.

~ o

I:+ Well, what kind of creativity do you think you have? : ©
S: Well, it's not really creativity. Now I'm just réceiving.things. .
I'don't want to do anything creative right now. I'm just too-
mad against what's happening to me. Or, what's not happening.
o ; I just feel frustrated, very, very so. I feel bad. I want to
escape. -It's not like cowardice. 'It's just that I want to do
something different. I want to live my dream, or do something
* really bad, that people would say, "Uh! A victorian Uh:"

e A S e i

I: You want to shock them? (
. ; ‘ o §3 .
S: No, I don't want to shock them. I want to liberate myself from

"my mother, from‘ber influence; she's so inflgential..:well.
v e .

‘ 0 . . I: Do you take Hréwing? .
v . 8 No, folk dancing. Oh I folk danced yesterday; it was
: interesting. " In the festival. ' I like’ to dance.
C. «
- .+ 1z What about the clay? Are you enjoying that? \\‘“\
. b




e v

ey

discipline of any creative endea

68

Yes, a little.
What about the' drawing?

I want to make others enjoy it; also, work. Maybe that; I
don't know. Sometimes, you know, when people make demands on
me I tend to shy off and be put off from the things that I do
that other people want me to do. -

You don't like the pressure.

: . RN
I can't stand it. That's the reason. One of the big reasons E\\
.why I want to get out this summer, do someghing.

v

What are ydb going to do? \ g e
A good. idea I.have in my mipd is %to.go on a three-month bicycle .
trip around Quebec. The person I'd go with is a very interesting
person. He's 20 years’ old and he's travelled.

« <

. How's the drawing going in your drawing class? -

Shit, I don't know! I feel strange about drawinglclass.
There's this relationship I have with my...no, we won't'go
.into odd things at the New School where you have to be really
intelligent to be...it's because it's me before all, and the
New School 1is only part of my experience.

Yes, I know. I'm interested in how the New School relates to
the whole of your experience. Have you come to enjoy the
drawing classes? I know you weren't enjoying them.at the
beginning. ' :

Oh yes, I felt so bad at the beginning of the New School. : e

Do you feel better now? o
Well I express myself more easily now. A lot more easily. S
Without tension or anything. That's good. That's really go&d

I used to be so...not knowing what to say. More than that, .
searching °for ways to cope with it, without really looking .

at the problem, and this problem solved itself It solved,’ -

easily, well, with the- New School. éﬂ

&

¥our problem was relating to people.‘ - . . ’ -

Yeah, not just relating to people.

.
4

seems to me that it is here fairly obvious that this student's ‘

_problems are too ovetwhelming f ?im to be able to attend to the .
: -~ \

2
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I: Can you défine self-study?
S: Ifus‘looking at your navel.
I: Just looking at yourself.

S: Yeah, ' - Co

I: What about the other people in the group, what role do
they play? .
\ -
S: They‘re not so co-operative. What role dofﬁﬁéy play?

~

. L4
I1: Yeah,.when you're looking at -yourself.

S: Well first it comes from me, right, they give feedback, and... ‘

"it's a strange question. .
. :
I: They tell you how they feel about what you say.
i L

S: Not much.

A

I: Would you be able to do seif-study without them? -

\ ° St They've been useful, but I don't know...

I: In what way are they useful?

+ remammeprnet K
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I+ Well, 1et 8 go on. Does the band” give you a place of
belonging in the school?-

because I feel bad about the band. - It's not at all what
I thought it would be. I've begn decelved.

—

" 8: 1It's rather the school as a whoig, 1 feei, not the band,

1: What do you mean? You've been disappointed?
S: Yeah, I've been disappoinggd? -
I: It hasn't geen as close a group of friends as you wanted?

S: Yeah. ,

. ! ! ' ¥
I: But the school provides a place of belonging?

S: Yeah.

As ajwhgle, the self-stud9 experience in the school has not been

very spccessful‘for this student. He has done some self-study but not

) in enough depth to fulfill his needs. -Pefhaps he needs an in—depth

° -~ o ' 1
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analysis by a p%ychiatrist and this is s&mething the New School is not
able to supply. Students are sometimes referged to ‘a psychiatrist if a .
staff mémber feels that this is what they neéd. As T said beéﬁre, this
student was already seeing a guidance' counsellor regularly at Daggpg
College. However, the New School did provide a warm and open atﬁosphere
where he could relate more easily with people. One of his worst problems

was his inability to make contact with people.

. v : N
Physically this student shows all the characteristics of someone

who is anxious and rigid.
4 Fear of pleasure is _fear of the pain that inevitably develops when
an outward-flowing, expansive impulse meets a contracted and bound
area of the body. Reich had described the masochistic fear of
pleasure as a fear of butsting 1f the excitation should become
too strong.. To understand this statement we must look at the
individual whose body is tense and tightly held as being in a
condition similar to frostbite. He 18 frozen in his immobility
and lack of spontaneity. In a situation of pleasure he is exposed
- to warmth produced by the flow of blood to the periphery of his

body through the action of the parasympathetic nmervea. His body
tries to expand, but the expansiggrbecomes painful vhen it
encounters the resistance of chronically spastic muscles. The
sensationmay even be frightening. The individual feels that he
may burs| "fall apart," His immediate impulse is to get out
of the si on. (Lowen, 1976, p.76).

This rigidity of the bgdy and of the muscles also shows up in this ..

student's drawings. By his own admission, it has always been the face
. that he has concentrgted on, and the drawings from the nudeamodel which
. he did in class all sQow a characteristic rigidity.

I: These -are the drawings that you did before coming to the
school? .

S:  Yeah, all of .them, I was very unable at drawing. It's always
*  been the face that I put more care into. °* e

-t

i And the body less care. | —_ ,
S: Yeah. ' .

4
I: My God, this is scary! (Slide #1)

o
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S: Yes.
I: You feel Dr. M is evil. )
S: A little bit. ’ .
I: There you have him a lot. Did you“-ever m@et him? I did meet ®
him, a very little man. '
S: Like a fetu/s? . ) N
1: Ha:rdly. It's all very caricaturish, your stuff. Is that what
you wanted to do? , u .
Si Yeah. .
I:. Is this how you felt? Oh my God! K
°8: Oh yes, I réally dare. I attack the Queen,
‘ I: Do you want to be a cartoonist? . .
S: Why itot? |
I: What did you do in class? )
5:. It begins here. o C é\ )
I: DS‘cribble...contour...what are you trying to learn?
-S:” Nothing. |
I: "Is this a self-p’or.trait? (Slide #2)
S: Yeah, do you like it? ’
I: It'.s more decisive than the one before.
S: Yeah, I feel more decisive. .- ’ ?
* I: Is this a model?
St :Yeah, ”I'n;.‘ fantastic. |
I: Nojy you're not; some of that is terrible. Look at the b‘c;dy;
it@like sticks. No form.. ) ‘
‘S: Really, don't tell me it's fantastic. L
I: “You know: better. o ®.
S: Comeé on, I could do it fz:‘om a.\photograph. e
I: Becagse the form has ah:ea'dy been analyzed. I8 that your mother?
-



-

S: No, that's m& grandmother and that's my aunt.

I: Do you think you're going to go on with drawing? Will you do

it next year? . . .

S: If T want to. w ’

I: I'm not telling yo:&§ou have to. .

S: I'm not saying I'll be forced to. But if I want to come into
a class for no credits it would be nice.

Be Who.is going to force you?
S: Myself, or I don't know.

When the individual has to struggle with painful feelings that
intrude into his consciousness, objective thinking becomes a
matter of self-discipline. Painful feelings always produce a
greater disturbance than pleasurable ones, since pain is interpreted
as a danger fignal. To think objectively when the body is in a
state of pain, or lack of pleasure, one has to deaden the body

to reduce the. feeling of pain. This 'deadening" dissociates the
mind from the bbdy and makes the quality of one's thinking
mechanical or computerized. Creative thinking, which depends

on the free flow of uncgnscious ideas, occurs only when the body
is most alive and unhurdened. We cannot escape the conclusion
that the quality, of one'‘s thinking, and probably its content, too,

72

canfiiot be fully divorced from the emotional tome of the body.-
(Lowen, 1976, p.136). = - |

There seems to be a parallel between the disassociation of the mind
. , N

2
from the body and the rigidity in this student's drawings. The rigidity

z

and stereotyping of his images could be accounted for by :ij fear of his

feelings which is characteristic of him. I think that foy” someone ag

disturbed as he is, self—study is not enough; he needs 1n—deptﬁ thera{y

o

to deal with his problems. Maybe then his subconscious would be allowed
to "flow" and his creativity could be fostered.
Discussion

-

In this study I was interested in finding out the relationship

‘between self-study and creativity. My feeling was that because self-

sﬁhdy helps one to gain greater access to one's feelings, it also helps

" one to be more creative. lAJl mw:background reading supported this view.

X : .
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For most of the students in this study, there was found to be a
positive reiationship between self-study and creativity. This suggesfs
that self-study, by opening one up to the flow of one's feelings, may
help one t; be more creative.{

The students who felt negative about their self-study experiences
for the most part also felt negative about thelr creative arts
experiences. For me this implieé—that those who are afraid of looking
into themselves are unable to be creative. The free flow of metaphor
images served up by the preconscious process is not allnwé&‘to happen.

One student felt negative about her self-study but positive/about

her creativity. This student went on to take a.career-oriented course
X . .

. in graphic design but dropped it after one year. Her ambivélence'abbut

self-study was, in the end, reflected 1n her ambivalence about her °

creative goals.’ , . =

i

One student felt positive about her self- experiences and her

- ereativity, but suddenly stopped all creatife activity because she

became f;ightened by the revelati&n of her inner-being to others. This,
it seems to‘me, underlines the need for Lhe art educator to help the
studept deal with his/her inner content as it is given form iﬁ his/her
work. ) ‘

For the greater part; my hypothesis that theré was a positiy;"
relationsﬁip between the student's evaluation of his/her sélf-studf i
and the student'g evaluation of his/her creativity was found to~be true.
This supports the yiew.of Rﬁgg, Masiow and Kubie that -in education, ana:
I think especiallyAi; art education (Lowenfeld), more aftention should
be paid to the understaﬁding»of the crucial role feeling plays in

creativity.

~
—_— =
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The.primary function of art is to objectify feeling so that we can
contemplate and understand it. It is the formulation of so-called
"inner experiences," the "inner life," that is impossible to

. achieve by discursive thought, because its forms are incommensurable
with the forms of language and all its derivatives (e g. mathematics,
symbolic 1ogic) (Langer, 1964, p.80).

In this way arc;is always self-study; 1.e. in the qaking of images as 1

metaphors we are making visible our inner states of being. Mind for

[y

Langer is not that which knows but that which feels and

« '« . a wide neglect of artistic education is a neglect in the’
education of feeling. Most people are so imbued with the idea
that feeling is a formless, total organic excitement in man as
in animals that the 1dea of educating feeling, developing its
scope and quality, seems odd to them, if not absurd. It is .
really, I think, at the very heart of personal education . . .
The arts objectify subjective reality, and subjectify outward
experience of nature. Art education is education of feeling, and
a society that neglects it gives itself up to formless emotion.
Bad art is corruption of feeling. (Langer, 1964, pp.83-84).
Thus art education and thé education of feeling are, according to .
. Langer, inextricably bound together. Therefore the art educator who
. teache’s only technical proficiency without encouraging in any form the °
expression of feeling is edeing the issue of creativity in his students.
- The art edﬁgator should be able to help the student to gain- access to N
his feelings and to the free flow of the creative preconscious process.
*To do this the teacher must be able t¢ accept the students as they -~
are and help them to accept.and to know themselves. Thus the teacher
< - ?c .
will be able to help the student towards self-actualization. In the art
classroom, the p}ocess oquelf—discoveri cau,ge experienced in the
creative art itself if the teacher provides the riéht atmosphere of
\ . '
security, acceptance, interest and inspiration. ,

N
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. . ‘ Appendix . ¢ * T
Transcripts from Interﬁéii; o ) ..
- / ' o . ’ ;
Student no. 1.- . \\
+ I: "Do you think of yourself as a creative 1ndividuéi?
§:’ Creative? What is creativity?
_I: I don't know;htﬁét was the next question.
S: As far as adding on to reality... ? °
‘A 1: Adding on to reality? What do you mean? | ’
S: Well, that preéentation,°and not represeg%ation, like, presenting
b another dimensional reality that's not neeessarily trying t& put®
order into the reality that we already know,: .
. I: You mean you're creating another rearity? . *
S: - Yeah; sort of adding.on, like pebbles oﬁ the beacﬂ: ©
I:  Like adding pébbles on the beach., ) ¢« ////
“ ' §: Yes; mo, I don't think I'm really ‘that creative. ’
°  I: 'Why not? i
S: Becaqse what I'm doing is...Thaﬁ‘s a reaiiy hard question; that's
‘a very difficult question. Am I a creative person? draw. and
I paint, but I guess I would tend to say, not rveally...yet. ’ X
b
» . I: Why not yet? What's stopping you? ) v /
S: Because I m not reggys First of all, I see myself as-an art
TN student that doesp't have a mastery'bf the .medium. And until
‘ then, I guess I...I guess you can be creative in learning, but
the original meaning of creation means putting something into
RPN existence ‘from nothing, and I know that man doesn't do that _—
-becauge he already-has something-to- go ‘with.--I-gueas-God- did------ = ° -
. that, and so the closest you can get to being creative.is when
: yaﬁ already have’ mastered the medium, in the form of skills. .
I: But what do’ you do with that’ mastety of the medium that 1s
treatmve? -, . - "
5: " Oh, then! Thfﬁ;ﬂ another question. * f °
3 N N .

.WOuli@sou consider Klee creative? v : .. P
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. ,Oh yes, definitely. I really enjoy Klee's work.

: ‘Yes, but even going further' adding on to reality in the sense

What makes him creative? . é
I guess Klee's creativ;“by transforming reality into another jf

dimension. By giving it.a fresh look, like introducing a fresh
sight of reality, and not as it necessarily is, but as it
might be. @

What does he let in that people don t usually let in to his .o
view of reality? . , ‘ : .

Many dimensions; not just one. Many plenea,of vision that I f :

* ‘think 1is really. good

Is that the kind of thing you would like to do once ‘you 've
gained the skills? - ° t

o

So you would aim to have a ﬁo&y of work which would look at’ -
reality&in a nev way, which lets in many different dimensgions

which we re not usually aware of. K -

-

of not pretending to put facts, but just form, like a purist,
using the pure aesthetic means. I guess it has to do with most °
modern art, but Klee especially, personally, because it's
presentational and not representational; the content equals form.n

o \
Do you feel that you ve experienced self-study in any form
at the school? . o
Yeah,’ yeah definiteli. Same old thing. I guess it's probably
been safd so many times before.that...oh, especially with
relationships ‘between fellow students and the way I see myself
inside the school, in relation to people, with the help, of.
course, of the staff, especially A; she's taught me a great P
denl about myself, inside the band. . g

) »

g;it mostly in the band’ that you 've done self-study? Have you
done any in other groups?

Yeah, I did do another group; it was man's consciousness, which
was o.k. in itself, but I didn't see it as academic. I tend to
like academic courses a lot.- Like, the self-study business is
o.k., but.I think in this school, people tend to dwell on it
too much, and it creates a fogginess that normally would not’ . Ce
be there if people would just go on with more of an emphasis
on academic work and these things would flow better, like
self—study. like this identity 'crisis business.. .

Do you think & lot of, it is fabricuted.. a lot of the crises N
are #Ebricated? 1Is that what you re implying? ‘ T

Tt <R g N SR L IR s LTl T A S el e
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S: No, I can't generalize. I just know that with certain individuals,
‘ . this school does not always serve the pnieeds. 'I think in this
» school that people can get away with not, doing much, and I think
) " it hurts us in the end; it hurts the people that don't do it.

f
. I: They get away with not doﬂgg~much.
S: Thinking that’they're happy dealing with significant problems.

getting away with not dealing with academics by doing this? .

//ﬁ' ’ I: Do ycu think they‘should deal with academics 'cause they're
. Do you think you've done that? .

S: To a certain extent, yeah. —f///\

» JI: Do you wish you'd done more academics?

S: ‘ Yeah, defiﬁitely. I did draw; I was working at—art and all that,

. ' o but the band thing...1it's good; it's a good idea, but I think
o © it tendg to sink into people too much and get away from reality.
. But vhat is reality? I"don't know.
r
I: What academics woulld you have liked to do? Where would you have
liked to put your energies?. _ ‘ .
. . S: DI‘guess, developing my writing skills more, but it's just a
\ personal thing It's always the old thing, "I should have .
: done more. ‘
| ‘ Lo
I: Do you think you. could define self—study? i .
~ . ¢ a
~ # S: Reach in and freak out)fr . T %
s ) . : o, . . » ¢ ° ’ldw . .
o o + ° I: 'Reach in and freak out®Bid you freak out when you reached in?
; ; ~ 8: No, actually I gidn't. Define self-study: the. study of the-gelf. -
; I: How do you manage the study of the self? How does one study
] T one's self?
’ . S: By learning aboutjhigtoryl No, I guesé being honest with yourself
I . What part does a ‘band. play in that? -
. ’ sy A group?‘ - - ' ’
. o I: Yeah. What part do others play in your self—study? . -
L : g Well,.-we all know that within a band, we choose.what we will put -
: " forth as far as communicating our self. We all act to a certain
- - ‘ - extent. But as for getting down to business...what was the
= ‘ question? A S §
. , . |
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I: You feel ;:iyg needs to be somebody there to guide them.i.

S R Thatfa pretty ambivalent. ' ) 0

' ‘ \
I: What about the “other people in the‘band? Do they Welp you to do
the self—séudy’ |

, \
a

S: Yeah, just by giving me feedback, by telling me what impressions
they have; whether they think I'm an egocentric bum. * Whether
they think'1 Have any amount of concern about the people in the
group. Which is good, because there's a certain band ethic that 8
laid out ih the beginning and we become very sociable. K

I: Do you think 1t's a bit forced this band ethic? Do you feel ng
forced into 1t?

.8: In a way. I see the band as being a little dock off the sea of’

academic subjects, you know. Like you're working. on your own N
" thing: writing, art, academics, and the band is the place where

you come and share each other's problems, help each other out,
talk about how the courses are linked together. If we want, we
can discuss our own personal lives. Yeah, I think it"s a good

'\ thing; I think CEGEPs should have that more. I'm very ambivalent.

' I'm sceptical about how it makes people act; like, some people

. act out thelr selves, which is phony in a way. The reason why
it's brought about is because it's so promoted to get close to
people and that automatically provokes a kind of fear, 1 ke, to
open up. We all worry about impressions, about what people will.
think of us. I believe in a one-to-one relationship with a

- staff/member. I don't believe in staffless bands;WI believe

it should be directed by a teacher. I believe in teachers.

3
¢ 5

I: You're not so sure about the students, though? o

S: No, I'm not so sure. Like, things can be shared and be constructive-

with a staffless band, but... .o~ /

S:“Yeah.' if you're talking about an arty-farty party, it. can
" be all right to just shoot the shit with otHet students, but... «
. Am T making any sense? <

I: Not too much. an teem very ambivalent about the band. On one
level, you seem to think it's a good, experience, and on another
level, you deem to feel that it s a phony" expérience.

. 8: Yeah. ) ¢ R

I: Are.you feelfng very conflicted nbdbt 1t? .

“ °

S: Yes and no.

CH Either it's good or it' s bad, It can’ t be in between, if it 8-
in ‘between, it's bad. )

o 1 citppen o 2
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I: Oh. So you feel it can be vd@ilbaq and it can be very good.

4

7

- S: Yeah. It ‘can be a complete waste of time;

I: Are you satisfied with the band you're in now? This is your
second term in it.

S: Yeah, I'm satisfied.

¢

)a ' I: But you've had other band experieﬁpes that weren't satisfactory.
’ ' .

S: Yeah. -

'

I: Do you feel you've benefited from eelf-study yourself?

S: I haven't done any course tha had‘self—study as a subject, but
I've studied myself and my o relation to other people and also
in the group, in the band. 1It's meinly...What I rdally like

" inside the band is the staff member; A I mean,'she 8 really
brilliant. She lets us know quite’'a few things about. ourselvea

" that we don't know ourselves, .which is good, very precise. Yeah,
it's a good experience. That'4 what we need: groups to .
communicate ! '

'I: I don't think you're the type, though. I don't thiqk that ?bur
" basic nature is m very group-like nature. .

, S: That's my problem. - ‘
t . , . - < ‘\ ) . . \
I: Why do you think' that's a problem? ‘

v

-~

S: Well, inside a group. -ITdon't know, I'm very inside my own

. . world kind of thing. . - o

I: Do 'you feel that the bard gave you a feeling of belonging in
othe school? %
, S: Yeah, I'do feel a sense of community inside the band when I go’
o there, 'cause I like the people; L've gotten to know them and
o they're good people. As far as a sense belonging, not really,
but I like to go there; I like to hear what people are about,
and -I 1like to communicate, myself, what I'm about, to a certain
PO extent. . C
. R | . e
: . I: But it doesn't give you a'sense of security as though you
1 L ., belong somewhere. * You belong, in the art room, I take 1t.

~ o Do you fewl secure there? ¢ .
' . . 8: Not really. I feel secure in my room at home? ‘'t basically

a’'very insecure person.

—

Coe s I: Are you? ) ' j‘ SR




Student no. 2.

O

: Yeah, I might give the impression that I'm secure but I'm

basically very insecure.. 1 don't know what it depends upon.
And one psychological phenomena that has to do with the band
is that I have certain feelings that I have to deal with in
relating to my family, and my own situation in learning is
that I..Inside the band, I will let go of my feelings. This
happened on one occasion; I broke up, talking about something
that was very significant in my life, and what was happening
was that I was camouflaging the pain, you know, mpself, so that
by talking about it in the band and relating how I felt about
it, I would tone down the pain by sort of insulating it inside
the band and not really dealing with it in its full int:ensityp
so that's...I don't know about that; I don't think it's good.
It's not constructive, like A would say. And I thought about
it 'and I understand that it's definitely true.

. *

3

: Do you think of yourself as creative?

Now' I do, but T didn't before. .

You didn't before?
Coming from Delorimier. . B
You didn't think of yourself as creative then?

I wanted to create, but.n..Art was really important to me, but ‘I
felt, when I was there, that I didn't have anything to create,
that I didn't have any creativity. But now I feel that as long
as I'm experiencing the feeling for the things that I do, that
I draw, then there's gsomething to create. I don't think that I

- was feeling, actually feeling, the things I was doing before.

2 0
4t vas more imposed exercises.

quh - -

<
BS

Well,, how would you define your own particular kind of &reativit:y?

¥ !
What do’ you mean? / P

Well, do you think you’re creative in the visual sense, is that
it? But is it imaginat::lVe? “What ‘do ‘you 11ke to play with? ;

Is it expressive? -

Right now it's expresti.ve. I used .to like to play with colour.

What do you express? | . B

Each line that I draw will not just be a une; each line will ~

have a feeling and it will.all ccome together into one...

84
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I: Into one who‘e.

expressive. .
v
!

S: Yeah, I really like his painting.

o gt A
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' S: Yeah. You know, I'm really influenced by Van Gogh! \

I 'By Van Gogh? Yeah? You like him. He is very emotfive.

Each brush stroke is so -

t 3

Student no. 3.

A

That's a strange analogy.

. . . . ’
'Cause - 1in my profile, I wrote I don't like any drawings 'that I

did because I can't accept, myself, you know. If I accept

myself, I can accept my dsawings. :

How would yoy define self-study? - . ;
Just finding out a million things about yourself:

Where have you experienced self-ecudy?

Through the band and in art classes. '
Did the self-study help in’ that?

-
I realized I had to try things, not be afrald.of failure. The
band has helped me to express myself more verbally and in a way
it helps me express myself more easily in art as well. ’

AT At s @ 2 s

How does the process work?

1

Through 1nteracting with people, sharing...looking at yourself.

3

: i
s
I:
) S:
I:

o< °

: - Do you consider yourself a creative pef_aon?

R

How do you relate music and phocography? What: do ‘they have ' -
ii‘n common ? ‘ :

o -

e -

Both are arts that convey emotions.

Yeah, I do. . , ' '

What Kind of creativity do you think you have?

. 7 i
Primarily musical creativity. I have a fairly good aense of
visual creativity, but not as much. .
W:Lthin music 1tse1£ » what do you think yowr kind of creativity
is? What do you feel <you have to pﬁntribute? : . .

f
-
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I guess in that I'm very, very good at adapting myself to other
g_eople 8 styles and blending in and listening to someone's piece
f music and listening to, what~they have to say about it and
getting a feel for what they want to hear. My goal is to be

a studio player.

‘u

So you think you're a good interpretjve musician?,

I guess that's what it is because I don't seem to have the sort
of creativity...Let's put it this way: I haven't created any
earth—shattering musical pieces yet, and I m observant emnough
to know that I'm not going to.

Do you feel you've experienc®{ self-study at all in the school?

Oh God, .fI think I've experienced other people's more than I‘ve /ﬂ/"

experienced mine; I've assisted hther people's more than I've
helped myself. - /

P 1“\

How have you done that?

@ .
LN

Well, in that I...though I don't appear to be a die-hard New

Schooler or a die-hard self-studier...I do confrout people in

band situations...and I'm very adept at side-stepping people -
confronting me. I do do a certain amount of self-study within
myself; I think everybody does. Major problems in my life

I don't think have been helped by the New School, but they

have gotten better during this span of time. But dilemmas

in my own life have not been resolved in band situations.

LS

Have( they been addressed?

Yes, to some extent they were; but I don't think people really
knew what to gsk or what to go for. .

Do you think the fact that you're older ‘might be hard for them

to cope with?

But I'm not really much older.

°

‘(ou'r'e not only older age-wise but you're also more exﬁerienced.c
o

I have Wpd some experiences that a lot of the students don't. have,
but I have a-whole lot of the same insecurities and fuck-ups that

everybody else has. What bothers me is that a lot of people, think
I don't. And it's come out in both bands that I'wve been in that
people are intimidated by me, by a certaj.n self-confidence that
I have, and I'm articv.tlate.

Do you think that 1f you'd been in a band with people more your:
own age and experience, you might have ot more out of 1t?

T
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. I: What kind of creativity do you think you have?

Student no. 4. e
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S: Oh, for sure. Well, there was a lot of people in my first band
my age, and we formed a pretty united group.

I: But you didn't do much self-study.

S: N&; well, self4study...I'h not really sﬁre what it means yet. I
know what it means to myself, but I'm not sure if it's the same
as what it means to other people.

)

I: What does it mean to you?

S: The study of the charges that motivafé you and keep you éoing
and...the:slittle blind alleys in your life, the dark corners of
your mind that you shut aside, the issues... T —

I: The ones that biock you? TR . N
S: Yeah, the ones that ‘block you, that you don't want to confront
or kind of confront, and then put it aside because it's easier

to do. ;e

I: Do you feel tﬁgt would have bgen useful for you?

S:3No, because I don't think they're that serious any ﬁore. I don't.
have too many serious dilemmas any more. In this period of time,
I'm quite stable. :

Iy
I: So you don't think you need it that badly right now.

S: Nog any more.

I: When did yoy need it? ' . ’

S: The things that were\bothering me and the tﬁingsathat“could have

* been confronted when I came to*school I did resolve and I did
deal with partially through the banding expetrience, though not'
through individual confrontation with them, but just throygh
undergoing the banding process. I suppose when I first came
‘to CEGEP out of high school, 1ike most of thé people’ here,

. could have really used it then 'cause I had all sorts of

insecurities and questions.

©

I: Do you think of yourself as creative?

S: Yeah.

S: I think it's a visual creativity because I like doing art and
film, and even when I'm writing, I'm envisioning the scene in &

head before I write it down usually, unless it s a‘flow of
words and I just get caught up in that.
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\ I: Do you? : 4

I:-You make up a lot of stories, you seem to malce up a lot of things.
"You fantasize, right?

S: Oh, y{eah.
I: In your writing stories, you seem to be fantasy-oriented.

S: Well, I have an affinity tov’i:ds the grotesque., I like fantasy
and science fiction and what have you, I don't like only
sclence fiction and fantasy; but I like it quite a bit.

I: Well, I guess I would call you very imaginative in that you...I
don't know too many who can think up stories. Most people, when
they write a short story, it' s usually based mainly on their own
life. They can't make up worlds and characters, while you séem
‘to have quite an imaginative world that you can draw on. ¢

§: Well, actually, what thgy're following ‘18 a pretty good line of
N reasoning.. ' The thing is, when I was young, I used to read on
. ’/ the average two books a week, so that teaches you a lot of the
tricks of the trade, and 1f you write from your own experience,
well, those fantasy and séience fiction books are part of my
‘ experience. So I can draw from that. If you don't read too -
\e much, then you have to draw from your own life experience.

o

I: So you figure it helped you-to live in a lot of different worlds.

| *

§: Oh, yeah. I thought it was good development. Of course, you
can get caught up in it too much. That's something you have to
guard out for. ) ‘ .

8: I don't think so. People look at me funny, but I don't'think so,
I: Do you feel you've experienced self-st the school?
’ / B
S: Yeah, but not necessarily_because of the school. Wéll, I
introspect a lot, so I think that I would have done it & lot |
whether I came. to the school or not. But the school did force

some sitdations which-gaused reflection. But I guess in a way,
I guess it thé school.

\

* I: Have you done any sel¥<study in the batids_?

S: Some, but not nearly so much as I've done in some of my other
classes. Like this year, F's early protest movements class;
that. to me was just incredible.

I: Was it very self—-related?
* . 8: Yeah, because it couldn't help but be that way The\class .

ideal was based on the question: "So you're dissatisfiied with
today's situation in society. What do you do about 1i8?"
b , .

r )
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And ¥ being F made everybody question their own particular
\ideks

, and 1ideals that people had believed in for a long, long
time. He had vegetariana switching to meat and meat eaters’to
vegetarlans. We*had one capitalist who reformed. It was
amazing.

Well, just Qghe way he posed the question. -

He had us even question the way we act; like, all these years,
have I just been an armchair theorist?

So in view of these experie?ces, can you define self-study?

§

‘ :i

The study of self. I think what it is is organized introspection..X ")
at least in this place. Except, I don't think it always works.

Like, in oy, first band, we learned absolutely nothing about each
other.-

What do you me€#n by introspection?
Thinking about yourself » questioning your own ideals, questioning ' ;

the very way you've acted. Wondering dn which direction you're
going to spend the rest of your life. That sort of° thing.

Do you feel that the people in a group help you to do that?

Well, peranally speaking, I feel that I introspect better when ———"
Ifm walking along a riverside. The thing 1s, with another group

of people, autohatically you're going to-fel more inhibited.

But the whole advantage with a group therapy, there's a chance

that,” 1f you're open and honest, the other people might notice °
something within you that had never occurred to you before.

That's the real advantage, I think. 7

5 \

Everyone is oy everyone ctan be.

Do’ you think of yourself as a creative parson? .

. \\ \
—

How would you define creativity? . PO d

Why, yes. 'Sure, everyone's creative. Ev

-~
[

Everyone can be.

To be creativVe is to be able to apply your imagination or your
thoughts to something constructive. '
- v L]

In a theatre, where do you apply your 1mgination? .
In a theatre. I ‘think I can be creative in theatre; anyone can
work on creating a aharacter, and being that character, being
something that you're not, in totally immersing yourself in

L3 -




that character, you're applying your 1maginatioix.«.t\\

Wﬁat about somebody who 1s not in creative arts; can they be
creative? ’ . \J

Sure, you can be anything and be creative. °
Would you consider a housewife creative?

Yes; I don't think what you do says whether you're crestive=or
not. It's how you do whatever you do...

Do you feel you've experienced self-study at the school?

I'm not even quite sure what it is yet. I think so. I know I've
gotten to know myself a little better, but I don't know if the
school has done that for me or not. @

#

You don't feel you've done it in the band. =~ —— - ]
Not really. I don't think I've done any more self-study in a

band as that I do just sitting and thinking on my own. Maybe
that's just me, because I do sit and think a lot and thidk about:
myself. Possibly for peaple who don't do that, it's a chance;

a band is a chance to explore themselves that way. But personally,
I can't say I feel more sure of myself now or feel more self- :
*actualized any more because of my experience here. I don!t

think so. , o

&

So you haven't been able to-use the band in eny way? -

: I can_sajoy a band.very much. " ' ‘ T N

VNN

For what? ’ , ° ! ‘

Just being with people. Getting to know other people. A band
is usefél for that and it can be to get to know yourself tbo.
I'm sure it hasn't all been self-stedyless or anything.

Well, most people feel they can use the band as a reflective
mirror, so they can see what other people see in then.

-

Yes, I can see that hapfkning. , B -

: Has it happened to you? : Y Y ~’4 )

No, prpbsbly no‘t. I tend to analyze people any?f,*.ou._t ‘of my’ 1
own head. s ) ‘ " , :, .

e - ()

PeOple? Or people s réaction to you? - . " N

r
Analyze’ people. Bor.h, 1 suppoee. 1 %&ember that's one f.‘hing I.
learned in a band.'th%% shouldn't analyze people ‘and I shouldn't

T Q ‘-J&
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V } ' " 4judge people on first appearances. Th!t, I'm often apt to do.
' -In fact, I used‘to do that a lot, and -that's something. the band .
e \ . has taught me: that the impression Iwe had of people when I
‘ ' first meet them turns out to be so different from how I feel for
\ the people when 1'm 1eaving (I'm going away; the term 8 ending).

\ It's really taught me that my first impressions aren't really
\ . valid. I'm really not intuitive, \I guess. That's an exﬁmple
‘ of what a band can teach you, but I might have 1earned that

. elsewhere just as easily. \ . ‘\z-;i"
. . N . ¢ -
r \'v
\ * I: When you came back at the beginning Sf this year, yom'x were.
\ very gung-ho about the school Are ‘\:vu feeling a lot less

\ gung-ho now? ; . .

\ e - - \ '

\ S: Yes; I'm really grateful for the experience here. I'm really
glad I came back, but two years is enough. I want’to.go on now.
1 want to do sometﬁing else. -

I: Do you think you w0u1d ve gotten into theatre somewhere else?
If they had .a theatre ‘department, that is.

S: , Very possibly not. If I hadn't come here,\I would have gone to

w o regular Dawson and I probably would've taken uE something Jike

' english or sociology. I probably wouldn't've been prompted to -
let go and do some drama, like I was here. '

N I: _‘~What prompted ytu? S ;
A S: A small group of interested people, all talking about...they want
to do some drama; they're nét.sure what they want te’ do, but
they're interested, and they want to do something together. A
lot of people with the same feelings that I had. While in other
places, I might not've gotten to know these people's feelings.
Well, drama, for example?! at the beginning of the year when we
shop for academics, we find out that a lot of the people are
intetrested in the same thing, and that is probably what prompted
' me to do some acting again. Whereas I don't have that opportunity
/ in a regular CEGEP.
, ) I: Well, you could have taken a drama course. .
S: Yes, but I wouldp't've had the opportunity to sit and talk with
people pre'}iously to find outiythat their interests are where
‘ ' mine are. -
I: That it would be the same sort of drama that you'd want to do?
. St Yes. / .

: ~ I: Well, do you have any definition for self-study?

. . * S8: No. I can tell you what the philosophy of the school says it

. N should be.

at
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I:

~ S:

: That's right.
I still don't know what self-study actually is, ¢

F
[T S - 4

What's the philosophy of the school? .

To give people a chance to look within and find out who you are
and what you are and what you want to do with yourself. And to
find out where your interests lie and how you-can apply your
interests in the work you do in school. Um, I don't know if ~
.aIl agree with,the philosophy or not. I gon"t know whether it works.,

Do you think it worked for you? "

No, because I'don't think this school taught me all that much
about myself that I wouldn't've learned just by being myself.

But you're contradicting yourself, because you just said...
I know. I'm saying that these things happen. 1 came to realize
what I want to do and stuff like that. But I don't know 1f that's

the school that did that for me. I “don’'t think it was. I think
it happened to happen here. . o

1
)

“Well, it's.the forhm of the school that allowed it ‘to happen; you

said so yourself.
We were talking about going into drama, going into acting. That"s
‘mot selfﬁsudy.

I know, but what you éaid about the school didn't have fhat much °
to do with self-study, as a place where you can explore your own
possibilities is not about se1f~study, but about: a lot of other
things...

O0.K. I was thinking more of self-study exercises dnd things.

t By

But what you said...
}

: It sounded like I was talking more about the school, but I was

trying to talk about self-study.

So you still haven't defined self_—;gtudy. 'Cause what you gave
me before was the official spiel which really doesn't have that
much to do with self-sgtudy.

And it doesn't really have that much meaning.

L] £
What worries me is that you seem to be so much in contradiction
with what you say your experlence was, and the fact that you
don't think the school has fulfilled that promise of letting

. you discover your own potential. Y

The school does. It fulfills that promise thatt the potential
is there, that you can if you want, and for some people it works
and for some it's good, and the school hasn't been harmful to me.

/
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I've really enjoyed it and I'can see how beneficial it can be
to some people, but how it's helped me, I can't see i?.

I: Well, it helped you by allowing ybu to explore‘your potential in

ﬁma, right? . , . -

S: Oh yes, and I was still talking about self-study whether I’ ve,
learned more about myself or not. I don't know. :

' . .
I: So-you feel it hasn't helped you as far as self-study goes, but
it has helped you explore your own creative potential.

S: That's right. .

: Student ne. R .

, —— . .

I: During the time that you've been here, what do you consider to be
your main subjectigf .study? Drama? a

S: Yeah, I've been doing mostly drama. »X' ve tried to combine drama
and film, but I'm not too sure how that works yet.

N ey A
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Aside from drama and film,.what else do you do?-

I concentrated mostly on myself,

I did a lot of self-study. I

did a lot of minor consciousness groups and sexuality groups. 1
did some freénch, and I'm presently teaching at Royal Arthur. So

I mostly concentrated on myself...

I hope so0.

¢ Do you think of yourseif as creative? .

Yeah,'T do.

In what ‘way do you think you're creative? .o

/

Well, my definition of creafivity 18 one ' who creates, and by
creating, that means that you involve yqurself with something
that you're deeply interested in. ,In other words, like you,

_for instance: when I'm doing drama, I think I'm creative

because I'm putting myself...I'm not using anybody els

theories or what have you, you see; I'm creating from myself.
I'm starting from nothing and I'm creating a role...anything
else...or even a film. ‘
from yourself, that you don't use anybody else's i?eas. .

I think it's important that it comes

Did you like that film on Renoir yesterday?

Yeah; because in that f£ilm, he shows what my idea of creativity
is; that you have to start from neutral; you have to start from

nothing, from scratch, and build...a character,
That's the only way, for me, that you can be creative.

or what have you.

Do you feel that you've done a lot of self-study at €he school?

Y,

4



Yeah, I think so. Self-study is whaé you call it. It's a -

euphemism-for, I think, your self. I never understood what
self-study meant. What do you mean by self-study?

I don't; not what the school means. But what do you think of
when you think'of self-study?

Self-study. ~For me, .what it is, basically, is looking at myself -
and saying this is you; this is what you are; this is what you
will be. And live, don't try to be someone else. It's dealing
with myself basically, and dealing with myself honestly. :
Because before coming -to the school, I don't think I did deal
with myself, honestly. I looked at myself, I had an idea of

what I was, and yet 1 reacted differently; I wasn't that person
when I interacted with people. I was someone else. Because I
could not accept myself and bECause I was not too sure of myself.

So you think through the self—study, you ve come to accept
yourself more.

Yeah. Not here because I knew what was there before, but I
accept it now better.- But yet, i still have a tendency when
I get out there, when I step outside that building, when it
comes ‘four o'clock, I put on masks, but I know I do that,

Do you think it necessary? g
It's against my principles, but I think so. Otherwise, you'll be
ghot down at work or in the street if you're different.

'Wéll, how do you feel when there's an audience and you're a

character in a play, and you're putting across some very real
feelings for yourself. How do you feel about that audience?

‘Well, I've always thought of that audience as the last character &

in the play. We perform for the audience; without the audience,
theatre does not exist. So I tend to think of the audience as
the sixth character that I've come to share an experience with.
At first, I felt paranoid. 1 was in grade ten and I didn't
ungderstand drama that well, but after studying it better and
just thinking of the audience as a sixth character, you begin
to understand these people are here just to share an experience
with you. It's a birth. You're giving birth to a play and

the audience is just there to help you out.

Do you think that in doing self-study, in getting more accepting
of your real self, that it helps you to go down into the reality
of the characters, to accept the emotiony that are there that
come out with the gharacter?

Well, when I think on a role, first thing; I don't try to
associate myself with a character. I think it's one of the
important things, that you have to draw a line right away.

<
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- you. Then you can apply yourself to that and the character comeﬁ

e
Ll

yr

: You do. ' ( -

: Ycu could see things in yourself that could make you' really
scared tthUgh that character. _ | " .

¢ Do you stop youréelf? . T ”b

Like what Stanislavsky said: .that theatre 1s not reality;
don't project reality; we project an .1l1lusion of reality,’ \
any In order to do that, you can't bring in something that 8
real right away. You have to bring in nothing,. and then you _

start to take on a role, and as‘you take on the role, you begi

"to see things that resemble yourselfy and 1f you know yourself

well enough, and by seeing that some of these things relate to

out as a real person that way.

But for that, you have to know yourself prctty«weli.

3 -t

Yeah. That's why sometimes, when the play is over, ycu start

"taking on that character ot you start beirg yourself through

that &haracter, becduse you've got an excuse. Right now you '
¢ah say, hey, I'm not being me; I'm being Victor, but yet I am
being me. But I can use that as a cover-up.

v e .
What do you do when that happens? \ : ) 2
. \
] A : '
: I don't know. : o . T

. N . I z i}

b

- Well, you enjoy it for a while; then you have to stop, because if -,

you don't, youA}ose track of yourself. .
L .
I find 1t frightening, taking Gp/d role. There seem to be a lot
of forces released in you that are suppressed usually.
It's very frightening, yes, but it'ﬁyalso a great feeling. You
feel that you' can manipulate people through this character.
Because when you take on a role and when you have this audience
out there and you project these very strong emotions, they can be
your emotions,. but through this character, you can really throw
it at them, because no matter what you say, they'll see you as a
character ‘in a play, and it's not yourself.

Where do you think°you did most of your self-study?

: %
It was mostly in the men's groups. It was mostly in the
sexudlity groups. I think sexual .l1dentity was one of the nawy,
first things that I had to work out, and through that; 1 .
discovered mote'and more of myself. Because first of all I'm
a man, and if I can dccept that, and what does that mean to ‘be
a man, and what does it mean out there in terms of relationships,
in terms of behaviour with the family and my sexual behaviour
and in terms of my fantasieg and all that. Then I' ll\get to
know myself much better.
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I: What did the band experience do for you? Do you think it
fulfilled Maslow's needs of safety and security and a place

to belong? \ . ’ M

S: Some bands do. My first band was very good, the second term.i
When I first came to thi school, I thought the bands were
absurd., I really bullshitted my way through the first term

" and I was confronted thfough evaluations, and then, the second
term, little by little I got to know these people and it was
like a second family. The atmosphere was such that it was so
easy to say what you felt because you didn't feel threatened.
But before you do that, I think you need to be confronted.

v

- You can't do that 1if you're bullshitting your'way; if you have - s

“'a negative attitude towards the band., .

-

I: Do you think you have to do self—study within the band to get

.that feeling of belonging? : .

" S: Sure you do. Because self-study.means knowing yourself as well

as, other‘people, and 1if you don't know the people that you're
in-a room with there's no way that you can be open, you know. -
The band will turn into a social rip rap that you can have with
anyone in the street. - -

PR
.

I: What part dg the other people within a'group play in the self-
study situation7

S:. Well, first of all, they re listening to you ‘and then they

. respong. They're tHere to give you feedback and sometimes
they can relate to what you're saying. They'll say, oh yeah,
I've been through that, and this is how I got out of it, you
know. And through all this, 411 the information .that's going
on’ throughout the self-study experience, you get to know
yourself better. You can cope with your situation better
becadse of the other people. , ,

(Interviews with stuaents no. 7, 8 and 9 are included in text).

Student no. 10.

s

I: What do you consider to be your main subject of study at the
school? .

N
S: Photography and film.

I: How do you relate to those subjects? What do you want to do

with them? . e

$: Express myself! -
I: Express yourself...?

S: I 1like film and photography. I've been involved with filmp for
a while, internally. I haven't produced anything,.but I can_

y
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'S+ Not any more. Now, I feel ready. S e .

'S: T don't know; when I do something, I feel I/add something to

walk down the ;treet and see everything in shots and add sound
" tracks, I'd like to learn the techniques so I could put on
f£1lm what's in my head.

»

»

P
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\7 I: So far you haven't been able to put on film what's in your head.,

"8: No. ' -

I: You,feel you're lacking -the technical means. - * /
4N - K b

I: Do-you think of yourself as creative?
x .

S: Yeah. : . . S o

(44

-
-

. . /.
I: How would you define the ways in which you ife creative?

7/bt—*}a\flair to it...that some peaple migzl ﬁbt add to 1it.

I: So it isn't what you do, but how you do i ’ that makes 1t
creative. . ) /
S: Yeah. An example would be: for Ryerson/ what I have to do is a
. photograph of a contrast; the example éhey gave 1is something old
" beside something new, like a grandmotlier holding a baby. I think
I'm going to do a chicken egg beside /a bird, right” It's just that
extra” welrd touch.
I: It's the originality of the idea.
- N /
S: Yeah. . /

S: In part. Well, I'm a .perfectionist and I see lots of films.
I've just spent the weekend seeing 45°films and I've seen good
films and I've seen bad films, and I've seen good ideas, but
finally it's the ideas that haven' t come across because the N
. technique wasn't good./ They weren't very watchable, so I want:
mine to be watchable,/but I want them judged not on the shots
but what' 8 actually 9eing said.

[}
I: The technique shoulé be something you have down so pat you could
forget about it.

.

"
S: Exactly. That‘i/chy I spend so much time on technique.

. '3 -
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No, no; some of them, the technique wasn't so good“jut it was
enjoyable, and some others...I worked on one...and the idea ,

"didn't come across so good but it had the best cinemstography

So there's more to getting across the idea than just teehhique.

and -they had an award...so it was right thatiEF was in there

‘as it was technignlly correct. @

Technically corféct but the idea wasn't that good.

The idea was'a good idea but it didn't quite make it.

~

»
v

Yeah.
What? ) .

Creativity. Four people can photograph a bdilding; it can be
the same building; 1t cgn look four different ways; it's the
angle you shoot it at; it's a lot of different things and that
all comes from.you: how you go about filming this building.

’

: Do you think you've experienced self—study in any form at

the school? y . -

Yes, I think it's been elconstant. That's the reason I'm at
this school...it's the self-study...because the film and
photography I can get at Viger.

¢ In the school itself, what were your first experienceé with

- self-study? -

: In the band and in the courses; not in the very beginning, but
,the courses have an evaluation at the end.

So you get an idea
‘in some evaluations of how people see you in a group, and your
work, the process you wént‘throhgh to go through the work; not
Just the work itself, not just: here's my painting, but; what
were your trials ?nd tribulations in making that painting?

»

: They were looked at in the evaluation?

: . P
Yeah. In the first band, it was deciding what I felt was wrong
with me. No, maybe wrong is the wrong word. How I can improve

upon myself and how the band and I want to change.:  So for the
aggressive thing, I said I'm too aggressive and I want to change.
I talk over people, so if you find me talking over you...if I
talk too loud or too much...tell me about it. I won 't take
offense, because I told you to tell me; T gave you 1icence to
tell me, and in that way, you can monitor me until I ‘can zﬁlp
monitor myself.

So you set that up right from the beginning.
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Yeah, and people were a”little hesitant sometimes to say, but
I could read it off their faces. .And at one point, it got so
I didn't have to have people's faces to monitor me. I'd realize

.in my mind: you're getting too loud. I haven't toned down

totally, that's for sure. . . 0
. N o

That's for sure.

_But there's something else I've been wiyxing"on: I've found a

more important thing.

Laﬁily you've found a more important thing?

. Yeah. R

i Well, there must be something beneath that. That seems like

just a surface mannerism.,

2 . ]

Yeah, so I guess I'm getting to the nitty-gritty:
Can you define self-study?

The ongoing process of’improving upon yourself, Humanity is
not perfection. . {

What about the role of the other people in the group?:

you've dome good, It's good to hear that you've done well. It's
a ‘good monitor. It's a support group; the band is a support
group. It isn't always supportive, but finally you know when
they re telling you something bad that in spite of your flaws
you're still accepted in the group.

'Cause they care for you, / \ ‘
Yeah; there's a trust element and a caring element. You can
say something 'cause you know it's going to be listened to -and
you know it's going to be confidential.

»

Student no. 11.

I:

\

. [ .
I guess what I wanted to ask you first of all waswwhy you came
to the New School. g

It sort of was a spontaneous kind of decision. 1I'd been thinking

: The group gives you feedback. It's also good for...you know, if -

-

of going to the Universjity of Ottawa in modern languages. Because

I had done a bit of that at John Abbott; I'd°done two and a half
yearg at John Abbott, I started out in pure and applied science;
I couldn't stand that, and I tried a few things, and one of the

things I was good at was modern languages, so I thought I'd gqgl‘
d

into that. And then I started having doubts about university-
focusing on modern languages because I- had some feelings about

-~
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" much freedom. You have to take certain courses and you have to ' *

“ what I've been told from the people I knew who were in fine arts.

: What is it that you want out.of the New School? You seem very

100

. N ,

wanting to do fine arts. I've had them for a long time.* I did .
do some when I was in Mexico, you know, I've always drawn and

Stuff buto . ‘ X ' -, ¢

Di%_you do any at John -Abbott? s \
. o ‘

No, I didn't want to do any courses in it. - I felt, oh my Go

they'll be criticizing my paintings, you know, and I felt, no, ™~

I couldn't; I just couldn't. _I was tempted to a couple of times,

but I was very intimidated by the whole...ydu kndw...world of art. &

Like, I'm not an artist \ <?11 this sort of thing. .
Is it very big there?

Actually, their Fine Arts Department is not very big, but 1t .
very setious; academié, in a sense that you're not allowed that

do what the teachers tell, you to do in the courses. This is

- SN BRC O SR

So it's mostly technically oriefited.

I think so. That's the impression I got. I didn't like John ' ;
Abbott. I didn't like the atmosphere there, and I didn't feel - 4
like I could feel at ease or paift or draw there. I met someone. . ;
who went to the New Schoole.and I thought, "Hey, why not stay in :
Montreal and go to the New School?" because it'll be loose, and :

I won't be pressured to be a certain thing or to try necessarily

a certain thing. I didn't want the pressure. \ ;

definite about it.

Well, I want to try a lot of fine arts courses, and I'm doing

a lot. I'm doing oil painting, watercolour, drawing and

printmaking., I want a lot of feedback from people about ,
their ideas *and their feelings about what they're doing in -
fine arts, and generally with the courses, and 1 find this .
doesn't happen too much in a regular YCEGEP. So that's what

I was"hoping for: that people would give a lot of feedback

and talk about things.

Do you find that’'they do interact?

Well, not as much as I théught they would, Hut I think it's just
that people are shy at the beginningy you kfiow. But there's
definitely room for that. But I am disappdinted in the sense
that I thought people would be more s you know.

It's much more class-s e an yod thought it would be.

{
Well, not so much class-structured, as people are really into
their own thing and are hesitant about goingtround and looking,

!
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" do this. Why haven't I done it yet?

~ God, I didn't have too much of an idea. I really did not have

" something and I talked about it in band this morning. It was

"Hey, you did this and this; well, I am, too," but I thought
people would be looser.

It takes a while. . -

L
¢

We're just barely beginning. I've really been frustrated because

it just seems to take so long to get going, you know, and I have

a tendency to just throw myself completely into something, or

Just get discouraged; let it go and just lose interest. So *
for a long time, I wasn't doing any drawing or painting, but ‘ '
I've started, just in the past two weeks, again. WhicH makes’

me feel better. Because I really feel guilty, too, you know. c
Here I am supposedly going to school and supposedly wanting to

Well, we hadn't started classes yet,
Yeah, I felt pretty sidetracked.
You felt the band~was a side thiné for you; it wasn't so crucial?

Well, I didn't come here expecting it .to be so important,
gort of thing... .

You didn't realize.., v .

I didn't think this was such a gtoup—oriénted place as I get
the impression that it is.

’

LY ' 4
What did you think the bands would be like?

aﬁy idea.

So when you came, the main thing in your head wasn't bands at
all. I take it it was fine arts.

Yggh; I was aware of the band but I didn't. Maybe also because
I.was go interested in fine arts, I didn't really listen. Then,"
when I arrived: "Huh, what's happening? , you know; bands are

so important. 1In a sénse, I like it, I mean the self-study, but
I do 1t with my friends, too; like, self-study to me is like...
Just to have decent relationships with people...You almost have
to do it, but, uh...I feel the group thing to be really

really bugging ‘me, the whole abstract thing of group was
bothering me, -

Group as iA a band or the classes as well?

-

Well, even the classes, but°more so in band, because it seems
like there has been more talk about it, you know.

4
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: The band?

”

* ’ N . v

’

: Yeah, Wwhat a group is; what a'group should be. , ' A

Yeah, you know. I relate to people as indIviduals; a group

does not meam anything to me; it's just an abstraction, so o
I'didn't feel too comfortable about that,¢pnd I was very ’
rebellious. I felt a lot of structures were being imposed

on me. I was surprised, because here I was coming to the -
New School and I,was expecting a kot more freedom in terms

of structures.

i
t

"A lot of people come expecting a free school, even though ,

they're told. .
& >

Al

: Yeah, I was told this is not a free school; it's humanistic

education. But what is humanistic education? And the whole
question of what is a human being comes in. r

What do you think humanistic education is?

My idea of what the place was going to be was people interacting
on an individual basis more; I mean,—this person.I like, so I
will talk to this person, and maybe 1f we have somefﬁiug in
common, we can really get into things with each other, you

know. But it seems we've been placed in these groups which...
Not placed, o.k.; I chose to be in this group that I'm in. .
But there are people there whom I don't particularly like and
who I may have very little in common with, so I hive to deal
with these people and I feel it's sort of sidetracking me from
developing more intense relationships with the people that I-

do like...

Who are in the band as well.

‘Yeah, there are a few.-

: I guess the idea is that you'learn as well from interaction with
the people you don't like.
: Yeah, I understand that. I think it s too early for me to be

judging this whole experience...Il have difficulty with that. I
don't feel very trusting; I feel, why do these people want to
know anything about me anyways; why should I want to know
anything about them. But even on a more...To me, in a final
sense, it seems very superficial in a sense.
l,’:( s

PR
¢

: Yeah, because usually the people who I talk to most intimately

are my friends and their friendship is ‘what makes it meaningful.
I could say the stupidest thing and it would mean something
because they're my friends. But in band, A'm talking to people
who ,are not necessarily my friends. And it loses some of that
personal quality; it becomes more impergonal in a sense.

L jo




Looking at her art %ork; .

S:

<
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You don't feel they care about you? . - ‘
They do, at a certain level.’ L - .
But not at the same level as a frieud does. * v

Yeah, - 86 how can I tell them these really personal things when -
they don't really care at the same 1evel as a friend would care. -

=3

Did you bring this up in band?

Yeah, 1 got into it. But they .said the puypose is not :
necessarily for us to be friends anyway. And that for*
anything to be achieved, that 'we had to be ”close", and -
the closeness was achiqved by being open.- -

. ¥ ’ ‘ T e '
Which is like a circle. - . S -

Y

Yeah, it's & viqious circle, a'circular movement.
, P )

In general, I like realistic things, and I would like to be able -
to paint realistically, but I'm very’'afraid to go near it. I
,feel’ very incompetent, so I do these flutzy little things.

‘But I enjoy them, I really do.

[

HA Well it looks like you would do abstract stuff. There.

-

I would definitely like .to try realistic things, but my problem
is I really love colours, themselves, you know, and motion,

- and I don't know. , i . . ~ 2

¢

You're -an abstract expressionist. ‘ 9
I don't know.

But' I guess you feel that's all you can do for the .moment.

s B
' Yeah, yeah, in a way. These are ;hiégs I worked on a little

longer. . ¢ .

Do you think of them as particular places, or jﬁét designs?
Pretty much just designs. But I 1like be able to recall a
colour that.I loved and put it on papér. Or maybe a'shape, just’
the suggestion of a shape, but I find that more difficult. Forms
are really hard to work with. ° ’

~

It has. a'nice’iooseness to it It would be too bad if you got

. very tight as you tried to be realistic.

Yeah;' well, the thing is I really love the woods, nature, -etc.,

a .“

»
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.and I feel I have to gain some sort of mastery of rules of
realistic painting...before I could really express the things
> that I'm feeling and seeing about this place. But maybe I'm
wrong... '
kY 4
End pf first semester interview:

St Tha:‘. painting: it reminded me of my dreams in a sense; the
. colourg. I've, just really been wanting to paint my dreams
~and I can't and it's so frustrating.

4

.

I: Why can't you?, .
§: Because I have this very definite strong 1mage' in my mind anci
I can't put it on paper. I've written down my dreams; I've
tried to explain it to myself; I've tried to explain it fo
.. other people, and they seen beyond&axpressing visually at all.

- (\

S: They' ré" not...

2

»

A T . ,
I: When you. say "dream', do you actually dream them at night?

§: Yeah. But in the day, it carries over.

I: Do you sée At as a particular visual image?

them, my God, I don't know where I d start. I have a long way

to go before I could. .
4

I So the)'re particular visual images.

he feelings
op, it makes it

S: Yeah, they're particu}sar. And then, there's
involved, and 1if I take that into consider
. even more complicated.

I: The feelings involved.

feelings because they were very fast; they were like a flash,

I: They're certain feelings that you'd like to express visually.

'

, « . - ,
8: Well, a couple of them were very spec%.fic visuals, but to paint

'S: When I think of two specific dre*ams, I can't clearly recall the

snap. I think I fell asleep for five minutes and then woke up.

They weré so wonderful they made me feel 1ike, after, I felt
very good and they didn't make me feel dead any more. At the

time, I was working at Manpower, and it was like fuel. The art

kept me goifig somehow. It made me feel very good.

S: Yeah, I tried one sketch., It was...ughy
I tried a water colour. It didn't come out too good. I'm
afraid to try because I'm afraid-to fail. For me, that's

C i

x
‘e
»

¢
" 1: Have you tried at all to put them dowp; even one little sketch?

you know, and I think’

something that...I've thought of taking that as a major’ project

104
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- next semester, of writing t

. it, it won't be-so great after all. It'll just be another... L]

.82

: It'1l destroy your vision.

‘.How'é,YDur band going?

Really well. ’ ' N
Yod weren't too happy at the beginning.
: I was rebelling against the whole thing; it was more of an ) é

. compulsory, and that's it. They weren't very explicit in the i

How did they help you to do self-study?

: Well, if I came in with a problem, they wuuld give me feedback

e things down as best as.I can,

and then doing as many sketchgs a many paintings as I have
to before I can get really into if. I'm afraid...I'm afraid
that .I just can't do it, you know. 'I'm afraid that once I do -

Yeah, yeah...

iutellectual rebellion, in the sense I don't like to be forced
to do anything on an intellectual level. I can't reject the
band on gn emotional level because...I don't know...it's been
good. But on an intellectual level, I still resent the whole
idea that it's-compulsory; it makes me angry.

Yeah; I have probighs with that, too. But you came to thg
s¢hool knowing.... )
You see, I didn't really know. This is why I felt I'd been ’ %

conned, I felt that they didn't really. explain to me that it's

interviews, and I know I'm not the only one. But the band has’ co ‘
been really . really, really good for me. I always wanted
to do self—study, but there s this incredible conflict in me,
'cause I really wanted to do it. Yet on this other level it
mede me so angry to be there, just to have to be there, you
know. And I mean, finally, I ended up doing a lot in the band,
and I felt good about it. But it caused a lot of problems in
the beginning. .

-

If you had to define self-study, how would you define 1t? Just
in terms of the band, of the group; how it works.

It's somethirg i“g\sense that I've always done: examined what
I'm doing and why I“m doing it, you know. Where the hell is it
all coming from and all that. I've alway¥ done that, but it's
always been easier to avold the harder aspects, the big fears,

in the sense of sitting down and trying to change that. I might
be aware of a lot of fears, but I might not actually do anything
about it. Buts..Well, in a band of self-study, part of i1t has
beem just learning to listen to people. .

-

‘_,q..v

uz)\
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commgnis. For me, it was pretty easy 'cause I always had a
specific problem that I could bring in. They'd give feedback
and suggest you could do this or that.

r 4

I: Wbuld it be the sort of suggestions you would follow?

S: Sometimes yes; sometimes no. Sometimes it was just good, talking
about it and realizing the problem isn't so enormous; it's 2
important, but it's not insurmountable.

"Last interview: '3

% . . .

I: How's this semester been?

’ . ' -

S: Not too bad. Better than last semester. I've been working
,harder and more éonsistently, at least at my schoolwork. I L

*guess I did less the kind of stuff I quld do on my own.
I: What subjects were you taking?

S: Model Drawing, Arﬁéﬂ}story, Self-Portrait Design; that's it.
The Self-Portrait I was doing for two credits. *

I: So that's why you did all the aelf~potttaita, the paintings and
the drawings .
“ K ) 2

t

S: Yeah. ‘ ‘ y ! ‘

I: How come you chose to do it so realistically? I think most
people did different kinds of stuff.

S: Well, I think a lot of people...I just saw Z's stuff and'she
did very realistic drawings. I guess 'cause I wantéd to...C
suggested to me to try to just look and see what's there, you
know. I was just trying to...

I: Does she mean just visually? -
S:-Yeas; just visually.

I: Just visual reality.
S: Yeah, because she. said you'll'acquire skills that you need to
represent other kinds of realities.

I: Do you think that's true? o
. q ) 4 o ~
S: Maybe; maybe not. I think I've acquired some skills. I don't.
know 1f it will help me to’represent other kinds of reality.
. But it's kjnd of ‘nice to have those skills. 'Cause it gives me e
confidence. Of course, I may lose that confidence entirely -5
when I have to try something else, you know, and let go of that. i

a ﬂg’ . o | . ) " . | ]
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Did you.like the self-portraits? .

Some of them, yeah. Um...I really started getting into it when

I started ysing colour. The first drawings were the ones in the '

sketchbook.

v

Were the&lin pencil? ) -

: Yes; contour. I didn't mind the contour, but I mind‘drawing in '

general, anyways. X .

¢ What about the Model Drawing class?

That I really enjoy. In part, because it's the human body; it's
something that you can really feel, you know in some way, you
have a feeling for. It's just not this object that could so
easily be disconnected from you.

But your face is not exactly disconnected from you.

No; well, yeah, not at all. I find it much easier to draw
somebody else than'to draw myself. I think part of it. was
because I was looking in the mirror. It was hard to convince
myself that I was looking at myself.

Your mirror image isn't really you.

-Yeah. Well{iit's this cold flat sufface, you know. And then

you start looking at yourself and you get a bit of an idea, but
1t's this weird thing, you know. I found that odd, and I found
just looking at' myself hard...really, really .hard...I didn't
like looking at myself at all.

Why?

Al1 kinds of things about looking at yourself; it's vanity. I
have definite hangups abogt that.  Maybe I was afraid-to see what
was rgally there..

w 1

Did you talk about those things in the poitrait clasgs?

-

No; there wasn't time. We did the usual. You see, I did it for

‘an extra credit, that part of it, so what we usually talked about

in the group was what we 'had all done that week; various projects
we'd done. There wasn't. time.

So you did do the other projects which weren't so realistic.
Yes.

.

Did you find the other projects easier to do?

o0 A 3 .
: Sometimes...I found the written ones hard; I didn't want to do

the written ones.

-~ ¢
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I: Yhat were they like?

r S: We had to write an epitaph. I just kind of rejected the idea
entirely from the beginning. I did it, but in a very halffgsped
way.

I: Why? Because it infglved your own death? "
‘St'ieah;,l couldn't take.it seriously. It just seemed very dis-
( connected about my feelings, about my life at that particular
j point. Maybe if I'd been into a very death frame of mind...It's
the kind\of thing that, if you really got absorbed into that,
“wou'd forget about everything else.
T L: Did you find you did any self-study in that portrait group?
S: Some; it wasn't as in-depth as I had hoped. But then there was
the numbers of people and all that and just the difficulty of
_ anybody getting in-depth. I think maybe towards theée end, 1
a little bit 1less .hesitant about saying anything. Well, re;ily
the only thing that I really didn't want to reveal...The didguise

"that I did was sort of hard for me to do.

108

i .
I: Where you disguised yourself as that lady. The very straight lady.

- ¥
S: Yeah‘ that's a side of me that's hard for me to show taa¥eop1e,
'cause I really do not want to be that. I try very hard not to
be that. But it's in me. ‘ . \iﬂ

I: Do you think that being is in1you? ' %/// ’
\

-

S: Not to that extreme, but I was just portraying the greatest extreme.

I: You mean, sort of like working in an office and being straight?

§: Yeah, but not just that, but the whole attitude that sort of
person would have. }L ‘

-

I: Very prim.

S: Prim, tight-assed, self-righteous, dbgmatic; whiqh I can be.
I: It was very good; it was very frightening somehow.

§: It was strange because when I was doing it, I had a vague idea
of what it should be, but it kept shifting, because first I

» thought I want to do what my mother thinks I should be, which
is sort of like that, sort of straight, sort of conservative and
prim. But then I was thinking: that's really what I think that
my mother thinks that I should be. It just got in a viclous
circle. Then I thought: no, what I'm doing is I'm trying to be
what I think my wmother is.

I: I notice A also dressed up as her mother, \

s
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8: I didn't notice that.

I: I guess we all react against our parents.

Looking at her art work:

'
i

I: Do you think anyching of the inside nf you comes out in the

self-portrait?

o

Yeah.

I: What comes out? . - , . Y

S: It's hard to verbalize. It's that look. , .

I: Wary. ¥ \ -

S: Yeah, wary, which I am. I'm suspicious'and very war Qnd very...
What's going on here? And maybe it's not so off in b ing, because *
I can be at times very tight. '

I: Do you think thaﬁ,s what's disturbing about self-portraits; that
ti7y reveal parts’ of your personality7

S: Yeah, 'I think so.

[N
I:

: More clearly than a mirror? .

¢ Yeah. This one didn't really disturb me that much. I don't know

if it disturbed me but I felt it somehow more.

: There's more emotion in it. ",

Well, I think maybe the kind of thing that's happening here is .
straight on, you know. I mean, it looks like I'm sort of
withdrawing, going back like that, in a way. Although, at the .

/" dame time, maybe I'm looking, but I feel when I look at this

. that I' m_withdrawing

: ﬁithdrawing from the intensity of the experience.

¢ Not from the drawing itself?

: No, I don't know.

: I'm not sure.

v

: Do you mean the way that character was withdrawn, the one that

you dressed up as?

4

'y

S: No; I think that's me withdrawn; that' g more me. The character

is part of me, but..

put there,  that somehow I've acquired, but this would be more
really me, something that I've alwa?s been

) be inside.

.1 would feel it's part of me that®s been

, and always will
{ .

PSR
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*Yeah; sometimes, not just the self-study; the direction of this

s
- P
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So it's very real. -

Yeah, I think so. R
R

There'd be no point, I guess, in your coming back to the New

School. You don't feel you’d haye anything to learn from it.

Well, it would b‘e hard I'n 'naving a lot of conflicts being here. N

What are the conflicts you have? d

- .

I couldn't be here without being in band, and I have so many
conflicts about band and about the whole school. T think it's
Just such a weird trip.

What? The self-study?

~

&

school what I feel is the direction of this school in some ways.

What is the direction?

. : »
Well, the idea of humanistic education: here, you know. It seems
like there's a certain kind of person that is in a way the ideal,.
you know. . It's sort of implied from various feedback that you
get from people; certain kinds of behaviour are acceptable #nd
certain kinds aren't. I mean, it's certainly different from
other places. And I start getting wary when people are trying

to shape me, you know. I guess I'm just a paranoid personm.

Well, it's just been a big conflict for me that's been on my
mind, and it's been talked about a lot in band and with M. He's
talked about it a lot to me; he's very down on this school. It's
been hard to deal with. <. N .

Q

Do you think you got much self-study done?

Yeah, I think so. . o
\ .

In spite of all that?
Yeah, I think that was part of it. »
That was part of yoﬁr soelf—study?

Yeah, the conflict. But I'm not too clear on what I ould ' &
accomplish here 1if I came back. I mean, as much as }?might ‘

want® to do something very specifically if other people don't

go along with that, to a certain extent, I'm not going to be
able to do it.

’
J

I: In terms of painting? In terms of self-—study,?/ ) "

S:

Both, maybe. Not so much i)ainting as much as self-study, and ‘

rd
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St Like painting more from 1ife, oﬂidoors., '

111

maybe in terms of specific things that I wanted to do.

I: Like what?

I: A little hard in the winter.
v .
o H ] * N
S§: Not so 'much outsidej outdoors. But out of the school environment.
Actually ‘there Jas someone who wanted to do that this semester,
but I didn't. But if I wanted to do it next year and nobody
else did, I couldn't... - 1

’

I: The group therapy thing is funny because there is a lot of group

—

pressure once you re in the group. .

-y

S: And it's so powerful, you know. I find it very frightening. And '
I gueas I've been very angry in band and a veyry conflictive person.
It's blocked them a lot, but it's just that I coyddn't deal with
that sort of...It made me really angry and scared.

I: With the group pressure?’ ‘
: Yeah. Not specifically because they were exerting so much pressﬁre,
but because I knew the people and immediately there was a more...
there was a stronger connection and there was more concern.
I: But don't you think that's something you have to deal with all
the time? I mean, even your boyfriend is exerting a lot of ~
. pPressure on you.

.S: Yeah, I know; and my family and the whole bit. I have to learn

to deal with it. But it's hard when people are expecting to do !

I didn't really £xpresg it, but it was such a major problem
with me and pedple were expecting to deal with other things, you
know. Not just the specific problem of being in a group, you
know, and dealing with those conflicts, but with their own
problems and, you know, things like that, and I think I was

just blocking, blocking. ’

LLother things.ngfz—me it was just such a major problem. 1 guess ——— e

o

Student no. 12. .

I: What classes are you taking now?

S: Advanced Drawing, Watercolour, French, Band and Political Scie
Capitalist Views in the Third World...Well, that's what I like
in the New School; at least people are motivated. Like, in
themselyves they are motivated; not like in high schoeol; nobody
wants to do anything. If you start talking in a class, they
get bored. The same thing in an art class; that's why I like
it here. I haven't really yet gotten into the art, because
we've Just begun.



_How are you finding the band?

‘mature enough to handle them or tqo dfal with them. So sometimes -

112

3 ¢
.

So you're just drawing from the model.

Yeah, but' at least people share the things that they are doing.
Like, we'll go after and show each other our drawings and things
like that, and that's very good: You know, it really makes me

feel good because, like, ybu're able to see what other people

are doing and what‘you'ré,doing, and to share things. And you

don't have much opportunity to do that in a regular CEGEP, - ‘ :
‘cause it's very individualistic and everyone sits at their

own little table, you know... . ’ '

When you came to the interview, you found out about self-@wgﬁbn
in the band. What did you think then?

Well, I didn't ‘have a very clear idea what it was.’ But I think

it's very valid, what they do here. Because in this society,

people don't have too much opportunity to express themselves.

And also, it's very repressive, I think, 1like in‘high school,

you can see people afraid to touch each -other or to’ talk openly 4
to each other, and they have many problems, like, who's to say -

hello first; stupid things like that. So I think this school is

very valid for people who've been to regular high school here and

it really makes a difference for them, like, it helps thep to

talk. I was very surprised people say hello without any problem,

to you. You go to a regular high school; it's very repressed... ’

So when you came, the first week you had banding. How did that go?
Well, at the beginning, I was very tired. It was exhausting,

the banding. I wanted to settle in a band and start working.

———

S YUY SRR R

I'm...mm...It's okay. But fherg are problems obviously in the’
band. :

There always is. ' ) ¥
. v :

Yeah. There's different levels of experience in the people in

the band. There are people that havé experienced a lot; in a )

sense it makes them more strong and crittcaltof things. And “
there are people who've just come from their ‘family's house and
it's a big contrast and these people are talking about...oh, what - 3
happened downtown, and others are shocked or some people have - ;
strong psychological problems and’ pj:ple in the band are not

I think it could be very dangerous./'

The group thing. ‘ , . >
& - ~

Yeah. It could be very dangerous 'cause what happens “if this

guy is very sick; sometimes he could need more a psychologist

than a band.




- tools. I don't know how to orient that petson. To me, it's

: Usually the band leader suggests that he should see a

.define it as?-

'1%on't know; T wouldn't go into self-study.

: You don't trust them enough. ’,—j>

(.\,\ G et e s e - . \
L] . .

-

o
psychologist, tries to get him to see a psychologist.

I really feel like I'm not capable of helping someone in the'
band 'cause I don't know actually. I mean, I don't have the

frustrating, because I know, I see that the person really needs
help, and there's not much you can do.

o

If you had to define self-study for yourself, what would you

~

\

You don't think what you do in the band is self-study?

. Y
Well, to me, what I.do in the band is I learn more about myself,
about how I deal with people. I don't really find out how some
things affect me, 1ike my childhood, that are very ilmportant for
me, and presenting them to the band. I don't know if it would
solve many things

DY

No, because actually I don't know the problems. ‘'Also, what would
happen if I told you it really impressed me when my mother cut

an apple in four. For you, it would not mean anything. That's .
why I believe in psychoanalysis.

You would really have to go a lot déeper.

Yeah, it would have to be something continuols; a band meeting
is not enough. It's really valid; it really helps, like I said,
because people open themselves; they're more secure because they
have t& talk and express what they feel, so it helps make them
more self~confident. It teaches you also how to deal with .
people and so on. That's good. But I wouldn't say 1t goes
further than that.

It doesn't go as far as psychoanalysis.

~
: No, nor can you expect it to do that.
' L
But what it does, isn't that part of selflstu3§? S
1 ’ -
Yeah.

I4

Ho% does the group help you see yourself? < .

It's hard, because I'm-very secure in myaelf Like, my group
situation is complicated. I think it really helps most of the
people there and it helps me in some ways, personally, I'm
saying. Generally, it helps a lot of people. But personally,
I'm very secure and strong in a group.

&
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. / . I: fghat you're'quing'is you don't get as much as sémebne who's
| insecure and needs help in a group.
1 ~
S: I don't think I get as’much as somi people, and I want to help ,
* those 'people. But it helps me in some things, like I learn

about myself and how'I deal with people, but it doesn't help

e

me get any deeper. o Y
J End of first semester interview: o B ‘ ) A |
;‘ {/ I: How was the band? | g ’
| S: It was good. ¥ : | ‘ . >

I: Do you think you got a lot of self-study donef

S: Yeah., Well, the band in genefal worked well, I think. I have-
less prejudice against it and it worked well for me too.:

) . I: You were sort of quite against it when I spoke to you.

S: Not against it, bﬁé,I thought it was kind of risky, because

petple, that they developed really a new personality, yotr know.
have to talk and express thqmselves and give their

. ; point of view, and that really helped. -
’ I: Did you find that you developed your own personality?
A . ‘ 3
; 8¢ No: Well, actually I think that I have a strong personality. [
¢ ' But it really helped me in the sense that I learned to relate Cw
' tq many different kinds of people and I learned to be more ;
tolerant; I wasp't very tolerant. I learned, well, to talk’ :
about anything, you know.
I I: In a group. . b
- , S: Yeah. Like some people especially I didn't have anything ate all 3
' in common, and I learned how to relate to them.
* , .7
- I: If you had to define“self-study, do you think you could? /
LY - . ! ‘
. ., 5% No.
» . oL : ’ 0 . )
I: Well, just what you think it is... L v <
' b 4:1

/ S: Well, I cannot define it because so many‘peﬁple talk about it. /

I: Yeah, but for yourself; ?ow did you experience 1it?

N ot ' o
. E W
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Well, studying, how did I react to the group, you know, and

things like that. How did I behave towards the problems that
vere raised in the groyp.

A )

]

So you are still thinking of going to\;:Tgrimier.

[
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A

« I:
S: Yeah; that's why I want to take Design with C next semester.
Anyway, I find that's the way Furoriented in my work.
®  I: Toward Graphics, you mean. ‘ ‘
.- S: ifeah ‘ ‘ - " ~
. I: So you have a more definite idea of the sort of thing you
. to make.
' S: Yeah; I've developed, ¥nd that makes me feel much-better...No
» ..~1 can make.a separation between the things I want to do' and the
things I*GGh t.
‘
I: So you got~a’lou out 8f this semester, if you got that much.
, S: Yes, I got a lot. It's been very\helpful. I think the whole
’ year 1s going to be very good for me. \
’ ) ' " Last interview.
' l : I: What have you been doingnthia semester?
S: Drawing and Design, and two Political Sciences and band...
I: Are you still thinking of going to Delorimier next year? -
S: Yeah, I made application but I don't know what I' 11 do 1f T
don' 't get in. .
I: If yOu want to leave Canada, there are easier ways of doing it
' i than going three years at Delorimier. You ‘dould always just
get a job.
) . )
' S§: Yeah, but I'm not really interested in it. It would be nicer
’ to work in something that I know how to do and that I like. v
I: Yeah. What I wonder about, you know,- you were asking me about
= painters and their relation to politics. If art is not just.
useless, right?...art for grt's sake, sort of thing...it seems
EO to me that sort of program is very commercial; that it's really
; geared towards commercialism, towards turning out people who can
“sell the capitalist society. . ,
\r///'\g\/- ' ~ R I /
. ( ~« Si -Yeah, I think it's very commercial. You see, I will¥take that

i e PR RNV et
-

program because of many reasons. One: it's free; two: 1t's

.
!

]

_three years, it's not too long; three: even though it's commercial

\




‘
N SR s b g g oy e

-,

116

-it's very good technically, 1ike, you really learn how to take
v - out a very-neat and clean print. ‘The motive, I think, depends
STAR ou the individual, but technically speaking, they try to make o
- good degigner. .

-

I: You want to use the design for. polit reasons, is that it?

18 a need to use

i

§: Not only. For
it politically I will do {it.

s, but 1f the

I: I just wondef how you resolve that dilemma, /cause you seemed to
be worried apout it at the beginning of the/semester, you know.
About wherefartists fit in as far as politfcs go.

s: T stMl rry about it, but I guess I still worry about how they
fit in the whole society. ‘'Cause people have such an idea of
: artists: that they are some crazy nuts living:in a small room
. painting all day. That's one aspect. That they really talk
about individuals and so on and not about any collectivity,
like any collective production. I'm certainly not interested
w “in that, so I have to make a link with my political and social
activities; I mean, between.the art ahd that. And I think I
have to search for it and I have to work towards that.

T APPSR PO S

Py

Mexican painters and Latin American painters...d lot of them
“are political.’ . @

i Tt et S i L

‘ R -
Yeah, and they reflect many different political points of view.
I'm not necessarily interested in social \realism, where they
v . mystify the working class. But ceTtainly I'm interested in

' . connecting.

el

o ; ~
A I: You don't want to come back to the New School at all. .
‘ ® ‘ e
S: I'm tired of bands. \ : ’

r

1 R S A e BT W08 S

I: How come?

S: Aw, because it's exhausting too much energy, too much tental. ..
I just had .a band. ‘I'm very tired of it, Like, personally,
. fnow I have some conflicts and plus the band. It's just too
exhausting. &

. . I: You have conflicts of\your own.
]
%

S: Yeah: i
I: You can't work on them in the band?
- " 8: No. -

" I: How come? - . .




s gy s

o

J

S:

I:

S:

I:

Q

3

Because the band is not for-that and it's not easy to do 1it. ¢
<

What 18 the band for? ! . ' ‘ A

( . h. ..

Aw, are we going to diak:uss it? .

I'm interested in your reactions to the band because it's part of

experience to their creativity. hy I usually ask ) o
you about it. But you seem to be really dpwn on t¥®e’ band right
now, b . 7...5,,

lot of good things f me*peoples I gless for myself, too; ~a
I learned to 1é d @ go}-l.e/‘m,\c} better. But I just get too
tired, you kn There are ‘a’ loyv'of conflicts in people, you - -

know. Obviofs/] y you're dealing with conflicts most of the time

since there ate ten to fifteen people in the band and ess
everybody is hiding a conflict., It' ¢S natural, bq}: for

personally, I just ge exhausted Co@ ) »
1 have a 6%\ conflic now and plus coming and hearing ther
people's.. it's just too much, and I'm just waiu!ing to get/-out’

6f the school and lead a norma} life. 'Cause I'm always putting Pl

myself in situations that are conflictive situationsj and I would
ust like to be 'normal', just work and take g printing course in
the summer and not have to worry and hear about my internal -

conflicts and all that. Try to forget all about it and just think ot

about my work and things that I do. 'Cause, for example, .

yvesterday I was fine, I was very well; so this morning I was o.k.,

and then I came here and I hurt so much. But I guess it's not -

only the band problems; it's akso my problem how I receive that, -

how they affect me. But it's just that I can't handle it. a

Do you think it makes you think too.much about your ownr problems?

Yeah, I guess so. It affects me a lot. Well, if ybu're down, :
you know, and then comes someone and tells you they want to * '
commit suicide, obviously it won't put you up.” So that's more or

less the situation. Like, I'm not very good and I try to get

* the, energies §b to school and so forth, and I come to the
rybody":

Io

bahn ,.and eve depressed because they want to go to the(\

mou tain and nobody’ else does, or somebody has trouble with

the; 15 parents, or another does not~ kn%:hat to do with their

1ifd. I Know this. I'm fiot Blaming thém but I'm just tired of

it. | It would be much nicer to come on-Monday and do a drawing

class, and go have coffee; something that has nothing to do wi:h C
conflict. . .

)

I guess the thing for me is that art is also a lot about .that;
it's not only about colours and lines; it's also about: what's .
going on inside you. . . . . =
- ) 2
o &

.- s -
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S: I think obviously what you do reflects what’ goes on inside you;
it's reflected in your work. But it's also nice dealing only
with colours and forms and so forth.

. :
Student no. 13. o

i

I: Are you doing a lot of self-study in the band?
S: We are concentrating on profiles, but: we do one profile a day,
you know.

I: That's a lot of time.

L4

, \ ¢
S: Yeah, it's about three hours for one person and that's a lot. -

, . —
‘.

Id Do people ask a lot of questions?

'St Yeah. I did mine last week and I didn't like it too much because

I found it a bit superficial. But it .was my fault because I
couldn't express very well my feelings. :

I: When you wrote therd down? .. .
s. Yeah, I tried to express my feelings, but it Just didn't wogk.
But I think with time I'm going to be able t?o express mysel

better.

o

I: Do you find‘it easler when you're talking than when you're writiﬁg?

S: Yeah.

»
See o

I: If you had to, define self-st y for yourself what would you
define it as?

.

S: I don t know. I think it's trying to know who you are and what ‘
L - &9 l

you want, what you feel.

"

\21 How does the group work in that"

S.:\ It's very deep; .we concentrate a lot on just one person, trying
to get that person to express every feeling, every emotion.

»I: What is the group's f@.e in this self-study?

_ 8: Ask a lot of questions. The group helps. In my case, for
example, we didn't get very deep, but you can talk about what
hapgenecf to you, what has happened to you in your life, and
people in the band can understand better why you do things,

' so that...

o ay

kY

. I: So that they can become your friemds. : . . “

»

S:-Ye:ah, and help you have more confidence.




.o R , ‘ - 119

I: As a support group. ' . . .
S: Yeah.

. It Are you taking painting?
" 8§: I'm taking drawing from a model, ceramics, a graphics course,
and creative writing in French: ' I'm taking arts, and I like
literature, and to dance...l love to do all these things, but
I would like to concentrate on something and work, devote all
my energy to that thing.

~  Second interview: \

- I: Do you think you're learping anything from the band?
¢ St Yeah; mainly to give feedback. And I'm learding to speak
' English better.

s I: What do you mean when you say you're learning to give feedback?

' S: Because, you know, it's like a bit of torture for me, giving
LR - . " feedback, because I don't talk too much in my band. It's very
hard and everybody has to say something, I start thinking what
could I say to him or to her. Now it comes much more naturally,
trying to give support and say what I think about what he said.

- \ I: Did ydu find it hard to speak in groups? Like, you don't seem
to hate any trouble speaking now. Is it harder in a group? :

S: ¥¢ah. Not when there's a focus on me. .

1 I: Do you find it hard to tell people when you don't like them, or
when you're angry at them? : :
- ’\

S: In the band?

a

N . TI: Yeah. '

B e b e

I should say it, in the band, you know. Everybody in my band, °

o) i
N S: Yeah, it is hard to say it, but I guess .if—{don't 1like someone,
I see the good sides of them and the bad sideés. I like them all.*

o e et g

: / . I: When you talk,’ do you give both sides?’

(_// S: Yeah. But I say it not to hurt them, jou know.
o »
I: Are there people who really attack in the band? !

x e e s

S: Yeah. A few, like, who are really attacking constaﬁtly.

-

.2

I: Does anybody attack them back? A

-

¢ Yes, sometimes, It depends who they're attacking. Sometimea\ 'it

fJ v .
.

R &
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gets very aggressive and you come to school very happy and you
go back home very depressed and crying.

N

© End of first semester interview: ) o
I: Mainly, I want to know how you've been doing in your classes.. o !
S: I've been doing pretty well. Do you want me. to show you the R .
things I've dome? o n . ’
I: Yégﬁ>\¢ﬂow's §our band been?
S: My banh, it's been really well. A
I: You're in E's band. .
S: No; G. And I did the evaluation thing and it’'was really good,ﬁ
very constructive criticism,
I: Of yourself? - o ‘ K ‘ -
. : . !.\
St Yeah. My participation and all that. It was very,interesting. ~
I: Do you find you got a lot of self-study done?
S: Not very intense self-study. I'm learning a lot just from the
evaluations. L;ke in drawing, there wasn't 'very much,
comminication in that class between the students. During o °
the evaluation we talked a lot and said'how we felt during ' R
Fhe course and all that. i
I: Did people tiilzfou how‘ghey felt about you? ' \ j
« R . \ . v 5
S: Yeah. . . ) . .
J : ' . ' ,
I: And your drawings?
S: Yeah, and about my participation and all that... d
I: Could you define gelf-study? ‘,, (
S: I don't know. For me, it's trying to...I don't know how to say
it. It's really hard. I don't think it's trying to understand
more yourself. : o
I: No? )
§: Not really. Self-study has helped me to understand more the ’
people.’ Maybe me, but...It has helped me understand more my
parents, for example, and not be so critical and cruel with them:
Not really cruel, but very critical.
I: Hard. . ' . <

|

4 L N
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Last interview:

I

S:

S:

1:

b

I

" two things together? -
In a3 socialist revolution or in a socialist state? .
State, 1 guess. ’ . %

121,

Yes; it has helped me do that.

w . + L]

How does the band help you do that? , ’ .

Becauge of everybody's experiences. Everybody talks about thenm.
You start realizing many, things that you haven't thought about
yourself .beforé. And I start pﬁfcticing them. .

So it has altered your‘behaviour.J

~ Yeah. ' . " _ :

You've seen things in youfself that you wanted to chénge. Wasy
it because people in the band pointed them out, or just from
your own reflection? . :

People in the band started talking about parents,” for example.

Their own parents? . -

L. Yeab- ' w

Do you find that it heibs to talk it out?

. .
Yeah, it heipe. ‘Like, you get ,.a lot of points of view, you know;
different points of view than yours, and it makes a difference;

it really changes what you think. .o

_ . ~ :
Do you think after you finish CEGEP, you'll taks art again? : S
Yeah,yI think so. I decided to take art. - - |

But you have no idea where it's going to lead you. j>1

No; no idea. 1 was thinking of taking art or literature. And
I decided to.take art. ) .

Why? . . ' ' ’ /(

Because this year has been a very creative ‘year; no, ; woulda't
say that. But I'm more sure when I draw, and in French, when I
write, it hasn't been going that great. It's very subjective.

How do you...Y was worried about art, how art fits into that
idea of a socialist revolution. How would you bring those
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S: I have problems in figuring out that because I find that it's
very important; for me, it's very important to express what I
feel, what I think; by drawing or painting, I don't do it. I
do it by writing. I express how I feel about .all the things...
But if I was living under & socialist government or under any
government, I wouldn't just paint birds and butterflies. I would
paint what I see.

'

I: What do you mean B& that what you see?
S: What's -happening with the people, the country...

I: Tﬁe sort, of painting that's done by the Mexican painters: socially
conscious painting.

!

S: Yeah. I would like to do'it. I don't know if I'm able.
\ g
I: Do you see~§hat ultimatgly as your goal?

8! Yeah.

I: How's your band been?

S: It's a very different band from last ye;%. s very original.

I: You're in"H‘?s band. 5

S: No; C. Not physical exercises, but other thin

1¢

y like games
from which we would learn something, and it's ngt going too well.
This term has been re:;ii&ZEOrt, I, find, and we hpven't been
into,gn&thing in depth. ke, there's so many things that 'we

- should talk about in that band; everything is vast, and we
haven't concentrated. We talked a bit about /families, and ‘we
started seeing all these things we could go jnto depth, but we
didn't. R : .

. I: Why not?

”~
g: Maybe because it was too hard. It was easier to just have fun.

“t y . ’

I: It's too painful.

Y . .

S: Maybe.

I: What about your own self-study. Do you feel you've done any?
8 N

S: No. Just when I'm alone; not in the band.

\

A

I: On your own.

S: Yeah. It's because in the band many things have happened, like
people with problems, I always feel I don't have that many things
to say; I don't have tragic things happening to me and you just
can't 83y how you feel or anything because someone's...

o
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Taking up /:he space,
‘Yeah. ) . . .

The band should be smaller. ' '

S:JIt is; it's a swall band, and yet, it's so large.
I: Do you like self-gtudy? 'ﬁﬁg'
S: Yeah, yeah.

Do you think if you were in a better situatiod, you would do
more? : '

In a better...?

.

In a band where there was more sp?ce.
: '

: No, not feally. I don't really think that I want to so mﬁch.

In the beginning I d%d; in the f%rst term, but not any more.

What has changed? §<;
I don't know. I have changed. I find t aﬁ I know myself more'
nQW. ’ ., ' s
Just from growing'up, .or the self-study you'fe done in the .
school, or...? . ’
T -t
Just from growing up and many other things, other activities, .
from people I know. Thing? that have happened. i
i
Do you think you've goéten anything out of the self-study at ;
the school? ' e ;
. . i
This whole year? , / B i
. 3
Yes. . ;

Yeah; I don't know what, though. No, I've gotten things. I've
learned, too. With the evaluations I've learned a lot, and also
criticizing people. I've learned to give them very constructive
criticism., - L

¢
.

About their bghaviour.

Yeah. Well, about the things they have méde, in drawing class.

So through the evaluations, you've learned to see yourself
more clearly. . '

e

Yeah.




I: Or how you work more clearli. 1

S: Yeah' much more: It's a bit frustrating when it! the end
'cause you realize all the things you should have done and you
should've worked more,

,

I: Well, there's always next semester; that is, 1f you come back
next semester, you can apply 1t then.

s:kx/ﬁid, last term. Like, in drawing. Now I find that I'm much
more secure in drawing and I like it much more. -

Student no. 1l4.

I: How did yow hear about the New School?

S: In the guidancé'office. The guidance counsellor has a whole lot '
of brochures on the different CEGEPs, and I was sort of flipping
through, and I didn't think I wanted to go to John Abbott ‘'cause
everyone else on the Island goes the®d...I was going to go to
Dawson, Delorimier in Fine Arts, but it's awfully hard to get to.

I: Do you mean; physically, if's_hard to get to?

S: Yeah. And T thought about the New School and I chickened out
'cause I thought I'll be the only one going there and it's
eally different. Then I thought, o.k., some time or other
I'm going to take the plunge, and I decided to come.

I: So you decided to come to the 1nterview, 1 guess, first of all.
S: Yeah. ,
I: Did you like that? Did you like the interview? N

S: Well, some parts I did, and some parts I wasn't too sure aboutsj;-

like, it's hard to understand what the New School 1s about, just
by being told. ) oo

I: Yeah...You didn't know anybody who came here before?

S: No, not really closely. Some kids from Dorval, but nobody I \
~ could call up and say, "What's ‘1t like, anyways?” .

I: What concept did you have, just from the interviews, just about

bands and self-study?

S: Well, I wasn't too sure about it. The whole idea of self-study;
I'd never .done anything like that before, but I thought the
band sounded sort of like a good idea because 1t made people
who are tdétally different get together and learn how to work
together, and things like that. But the self-study part I wasn't
at all ‘sure about. : v '
N .
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; I: So how do you like your band?
S: 0.K. ‘ o

- I: Do you do a lot of self-study in the band? "’
S: Well, not really, no. gbt directly. We're doing ‘self-study.

c . We don't settle down and say o. k., we're going to do self-study,
- 8o we sort of do things that are close to it. We've done !
garbage and flowers, which is when people say the good things
and bad things that are happening in their lives right now, and
in 'a way, that's like self~study, because it sort of helps you

look at things and figure out what's happening. We haven't
done any really heavy self-study, like some of the other bands
are getting into.

I: If you had to défine self-study, just for yourself, what do youiJ
think it is?

[

r a S: I think mostly it's just finding out about yourself,
« I: How does the grofp work into that?

S: Well, because you wouldn't be the way you were unless it's
reflected from other people. Like, you're a certain way because
of the friends you have and because of the, family you have. . The

.~

way other people see you also can affect things; like, you can
dearn a lot by finding out how other people see you.

I: So it's your interaction with other people that defines your self. 3
St Yeah. X °

I: Do you think you'd like to get intokwhat you call heavy self-study?

’ S: No, I don't think so. I like to keep more on the surface, 'cause’ ,
1! m worried I might find something terxibly wrong with me, or

: " gome terrible complex or problem I have.

I: You don't think you d‘know about it already?

" & I think I'd Pather, just let it hide underneath. ‘-

o

I

I: It's sort of scafy.

S: Yeah.. . ‘ ’ ! T

.’ I™So what have you been doing? ﬁo you take painting?

S: I have a painting class, a drawin& class, and a model painting
class...J's religion course, and I'm giving a one-to-one
creative writing course. :
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I:

w

S:

I-

¢ Where do you think you would go? Delorimier, maybe?

You seem really set on this painting and drawing thing. 1Is it
something you plan to carry on?

3

[

Well, it's rehlly hard to tell. I really, really like it, and the

problem obviously 1is that it's so hard to get anything resembling
a career out of it, you know, unless I plan to sponge off my
parents for the rest of my life. I've got to think of something
else to earn myself a living. But I warited to come for at least

'‘a year, just to get the extra experience of the courses.

[4

Would you think of doing two years hex;e, or just'one year?

v

.

I'm not sure. Anywhere from oge to four terms. I'm not sure
how long. ) [

=

What would make you stop? |

: Because it's such a small school, there's a shortagé of teachers,

and I'm really set on the Fine Arts thitigs: drawing and painting,
and that narrows it down to just C teaching. So « lot depends
on what sort of courses are being given next term. 'Cause if
it's going to be the same courses, I couldn't take them again
without wasting my time and maybe theirs.

3

I might, or I might go back to John Abbott.

Is there creative arts at John Abbott?

¢ Yes, there 1is.

Once you did two years of art in a CEGEP, what would you do with
it? Would you thin!k of going on to university?

Well, I did think &6f it once, but then I thought, what would I

do with 1t? That's where I am sort of now, wondering if I should
just take the CEGEP courses in Fine Arts and then maybe go on to
something else in university. A real job sort of thing, and

keep painting in my spare time. -

(8

What sort of job-oriented thing would you like to do?
-

I don't know. 1I'd hate to just be a secretary. That's ome

thing I always said: to just be a secretary. But all of a

sudden I thought, yes, I want to be something in Fine Arts;

go and be something artistic. But I decided maybe I should

change .my mind and be something else, and that sort of re-opened

the field: so much tao consider. -
a4

‘I guess it's a big gamble to throw yourself into Fine Arts and

nothing else. .

ey
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What would make you decide to do 1it?

I guess if something proved that I could really do it. Like, if
I finished this painting I'm working on and I thought, hey, this
is really good; it's almost professionals Then it's worth going

on. L

e
» .

What do you mean by professional?
Well, it looks like the sort of thing someone would buy. It
looks like something I'd be satisfied with. )

Looking at her work: _ ’ .

Last interview-first term w

I:

S:

~

Do you like doing gestures? '

N
It depends. I like gestures ‘better when you have a while to
do them.

o

The idea is to do them fast so ;ou don't think. ‘4

[N

That's exactly it. . ' .

That bothers you, eh? o

Yeah. Often as not I make mistakes.

-4 sL

The idea is to loosen up your hand so you're not so controlled.

1

o

\
2

How dre you doing in the bapd?

Oh, fine. - The band is jeally settling down. It was a bits-and-
pieces band to start w{th because there was the original group,
and people-who couldn't fit into other bands just sort of
drifted in there because there was nowhere else to go, but it's
workdng out well, really well. :

Do you get a lot of séif—study done? )

No, not really. Well, I suppose in a roundabout way, but we
never say this is a project that we're going to do for self-
study. But we all get a lot of self-study in.

How do you get it in? ¢

Oh, .various things. It's a good question: what do we do. It's
hard to pin down. We're starting a fear workshop. Mostly, we
sort of just talk. We've done garbage and flowers a few times,
and that sort of works 'cause you find out a lot about the
person; hoEL;heir home life goes, and stuff like that.

-
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'8: I'm taking a secretarial course next term. ’

i

Also, at the beginning, we did a thing on the family,-and how
you relate to everyome else in it,

I: What are you learning about yourself? Are you, finding out things
about yourself?

S; Yeah. Not in a very direct way. You find out things from the.
other people, I find. It's all sort of reflection, where you
learn things more about yourself by seeing what other people do
and vhat other people are like. |,

.

I: What about when‘*xou do garbage and flowers? Do ydu get a lot

. of feedback?\ o
§: Not really., \Y‘Cﬁ{ get a lot of advice...

I: Where would you say, for yourself, the main benefit has been?

S: It's hatd”to say in-a‘'way that doesn't sound terrible. I guess
I never appreciated how lucky I was until I saw people who don't '
have as comfortable a home life. I just took things for granted,
" because where I come from, everybody is like that. The families
are just so, the children are very carefully guarded and taken -
care of and protected.. Almost overly protected, I might say.
But you never realize it until you go out and people say, "Well,
I hitchhiked to work,' and I was never allowed to hitchhike.
Just the things you take for granted, and then you find other
people don't have them, and 1t's really a shock.

I: Do you find it's helped )}ou to verbalize your emotions? |

. 8: Yeah. I'm a quiet person by nature, and it's helped me get along

with people who you've just met. 'Cause you have to do it in
.band. And you meet people and you're right off into conversations
and talking about your problems and things. There's no time for
quiet and shy. . I think it's helped me a lot.

"I: Yeah; you seem more outgoing. Do you think you'll come back

next semester then?
S: No.

I: What are you going to do?

}

I: Why? ' l , - R
g .,
S: It's hard to say. It took a_lot of thinking and various reasons.
I guess the main reason is I thought I work well on my own anyhow.
I find that I don't ask C much for advice. When I look at
something and I .say there's something wrong with that picture,

I can usually figure it out for myself. For that reason, I

R
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don't need to be taught art as much, when I can get just as much
from going off to museums and keeping up with the art group,

seeing what other people are doing in the arts. And also, the ."™
only way you can really make a living in art is to go by the public
in a8 certain way, a lot of the market, the people who are going cd,
to be the ones who buy. So, to a certain ext¥fit, you paint to
please the public, and the way I paint, I don't know if it would ?
be generally pleasing, and I'm not too sure. That's the biggest,;
reason. The other reason is, I found when I have to go something, &
I don't like it as much. And if I was Eaking my living, if I had
to paint, I wouldn't like it any more. “I'd rather havg a job

that's just...well...a job, a way to get money, get settled,

and when I want to do something relaxing that I 1like to do, I

can paint and draw. //i .

But why a secretarial joﬁk There's lots of jobs in the world

besides that. ) -.
! {

Yeah, but it seemed...I think I'd be good at it; I have a very

logical, organized mind, and I think I'd be good at a.secretarial

job.

o

Do Yyou think you'd enjoy it? *

Yeah, I think I'd enjoy it because, from what I've heard from.ﬂ :
my sister, secretaries sort of becomé a clique in the office...

all the secretariesg...and I think I'd 1like that.

You'd 1ike the friendship with the other girls.

Yeah. People are really shocked when I say I'm going, because
the school I' m going to is the Mother House. Well, the Mother
House is a convent, and they have an additional section that's
a secretarial school, and it's very much stricter and it's an

.all girls school and you have to wear skirts and \‘this and that.

Very controlled. And people are saying you're going from the
New School to the Mother House! It' s going to.be a real
adjustment.

What do you think? Do you think you'll be comfortable there? e

Oh, feah.
You're a Catholic, I take 1t? \ 7
Yeah. )

So you know what that kind of atmosphere is iike; you've .
probably grown up in it. s

v

Not quite that bad, but...

-

T am a bit bewildered'why you made the choice. Do you think you
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just realized how hard painting was going to be?\, How much work
you'd have to put into :ltl: to be really good?

§: No, I don't think that was entirely it, but it might have
somsthing to do with it. Just...l'd grown up so used to the .

: What do you mean by that? [

sécurity. People have said it doesn't matter; if you're doing -
something you really, really like, security shouldn't matter.

It shouldn't matter if you're poor, but to me, I've grown up

so used to having money, it would really matter. I think it
would make a difference to me, not having a steady job and
knowing where money-%as coming from, and also...it soumnds

really weird...I feel too comfortable in this school. ’

v
;o

N
A

I found that when I get into a really fine situation, I just
laze along and let everything go fine, and things drift along
and I don't get-enough dome. I think I work better if I'm
under pressure to do things.

[

I

S:

A

Student no. 15.

AN
: You just do it out of your head.

: Yeah; like, I draw a thought, and then I draw another. Like, I

A

Did you do drawings and paintings on your own? | )

Yeah. I drew on my own, but I would never look at things and
draw them. I still don't know how to do that. It really )
scares me. “

think of something to draw, and then I sort of connect all of
these thoughts on the paper. My .aunt used to really get off on
interpreting and getting all these meanings out of it..

Was there a lot of mkaning for you?

&

Well, I didn't plan any meaning, but I'm sure there was some
unconscious sort of stuff in there. )

They were just images that came into your head.

Yeah. -
_ . ;
So you came here, and what did you expect?

I didn't know what to expect. I was pretty sceptical; I was .
looking out for bullshit. But there isn't any really.

-~
There must be some.

It -

I'm sure there's some, but not the way I expected. Like, I
thought the whole banding thing and Jcontracting thing and all -

~

«




that would be really full of it.’

Yeaﬁ, it could be. : o b

: It could be, but it's not, becauge people take it pretty

seriously...I don't know how my/attitude is going to be by
the end of next year. . Like, it wmight all just be a drag by,
then. But now, I 1like it. I r 11y like this school.

I: So you like the band you got into.
S: Yeah.
/ e
. ., I: What band did yo"urge\t into? ) "
; S: J's. It's a good band, though. We were, 1ike, the last one t
; get together. It's my second choice, but I'm really happy
I'm in that one. ,
. I: It's very small. _ N .
* St Yeah. There'a only twelve of us, and we get a lot dome.
B - ~
 I: It's easier... ° : - .

S: Yeah, 'cause you ‘'could do a profile and you could get everyone

done in one meeting qQr two. . '
» , .
s . , I: What kind of things have you been doing?

S: I guess self-study. We did garbage and flowers, and t;(e also
added our family into that, like, 8o we know where each other
is coming from. That took two to three weeks. Now we're doing,

, like, writing a few sentences on each person” and yourself But
: I guess it'g st1ll really first impressions.
‘ I: What do you think self—study is? If you had to define it,-\Quld
) you define it? Just for yourself.
- s St Not learning yourself, but taking the time to look at yourself.
Lo - The way you present yourself to other people, and your way of -
: thinking,and sort of cut your own bullshit and rationalizations
) and stuff and’ see what's really there.
{
\7//\_/ ’ I: How does the group function in that? ?

i g ’ . I ' ’
r- §: I think we function really well. . :
o <

_ I No; I mean, what function does the group have in your definition
(@ of self-study?
’; . \\ ° 8: They're 1like support. Like, 1f-1 find something frightening ’
i N about myself, it's o.k. 'cause they re there. Also to help me
] ;* open my eyes. . . s
;,
| s <
|
!
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' §: Yeah; I can't stop.

>0

I: How do they help you open your eyes?

S: Well,'like, things we're doing, they'll say things they thought
~ of me, like impressions, and it'll just freak me out because I .
never thought these things, you know. I don't know; it's
really good; it really helps.

1: How are you finding your art classes?

8: I love painting. I never painted before and it's just great.
I started on Tuesday, and I just had this smile on my face.
It wouldn't go away. I just have a brush with blue on it,
and I go blue blue blue; it's ‘just great.

I: You just like the physical action of 1it. .

S: Feah. Just going 1like that. It's just plain white, and then
you're putting colours on it. Even if you're just making two
lines: a red line and a blue line, you're changing the whole
image of i1t. 1It's great, and also, nothing's final in oil;
like, I could just keep on painting the same canvas for ‘the
whole term or the rest of my 1ife. The same thing I found with
sculpture, I mean ceramic: I didn't want to finish. I was
making this head, and like, I kept changing it...It just never
stops; I almost didn't want to bake it.

End of first semester interview:

AN ,
I: Mostly I just want to know how you've been doing during the
gemester. -

S: I'm doing o.k.. )
I: You did the painting class, and these are th§ only two paintings
you did. '

3: Only. Alex Colville does only two a year.
1: But he paints-very meticulously.

S: Actually, you could say I did six paintings, because I start,
and screw it up, and cover it up. Every time I paint, I'm in
a ‘'different mood. There's no continuity 'cause there's always
something else happening. But I'm left with nothing, 'cause
I never stop.

-

i ‘
I: You just keep painting over’and over again.

¢

- I it's not as spontaneous as the drawing or the watercdlour, in

a way.

132
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: Yéah, cause .the canvas and oils, and stuff...so it's more

important to do it right.

I: So you can't just let it flow. . - A ’ .
\ 7
S: Right. So I. do it and it's o.k. ButI don't ‘stop; like, I
< couldn't stop. i L °
I: Ig that sort ef your goal now? To master reality? ’ _
S: No, hardly. It's good to have it, though. I guess I‘ﬁ“iike

the mastery. I like the superrealist things, too. But it's _ _° °

good to use in my fantasy art. Like, if I could do this and )
¢ incorporate it... ,
I: Yeah. It'd be really goed. So have yo& been doing any of your

"own drawing?

~ \

S: No. That's been sort of upsetting me, too. 'Cause I used to

: Yeah. . ’ \ : A

: Idon't k%ow, 'cause there’s go many different bands I'd like

not think; just draw. And now I think too much when I draw, <
which is o.k., 'cause you're supposed to think a lot when you're -
drawirg something, but if youi're just drawing something from

your mind, you can drive yourself crazy...l have to sort of

sort that out...because there's nothing tangible. I find I

can't sit’ down and just draw. Maybe I'll be able to in a while,

when I get better at this drawing.

Y
: How are¢ you-doing in band? , _ ﬂ/

: Good. I finally got their asses going.

"t

Are you doing self-study?

A
: Well, we were, sort of. But I sert of didn't like how eRrything

was sugar-coated for a while. Like, everyone concentrates sa
hard on being so nice to everyone. That's all right, but you
know if there's something else to say, it should be said, too.
So I brought it up once, but when I get too excited and emotional,
I just talk off the top of my*ﬁ::e and I -hurt people. So that's
what I did, but by the next we \phey realized why I was saying
what I was saying and I was right. So it's o.k.’  Théy're even 'h
thinking of staying together. " _
4
For another semester.

Would you like thet? -

to try... k

Do you think you're getting a lot of self-study done in £he band?

J : .
¢ : ‘~ » E
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'The one where you're doing your family.

: Do mpst people in the class do themselves?

~ .

¢
Yooe

Yes, Not a lot. I'm'getting more in my sociology class.

L p—

Yeah;.it's a pretty heavy class. It's making me crazy.

¢ Well, it's hard to deal with those things.

It's helped me a lot, though. Like, I;ve learned a lot about
myself and my family. :

In the family class?

‘There's a lot of emphasis put on the individual and'thea;

families. It's a lot; a support group.
Sort of like the band should be.

Yeah...It was a good experience;

: Well, it seems to have affected your life.

<

It just got me to think what do I really want; what do I really
need. What's really happening here? I'm taking more of an
interest in the members of my family., I used to be so passiye.
What do you do in the band if you don't do much self-study?

We do elf-study. But we don't go: 'Oh, we're doing self-
study. ‘We a lot of garbage and flowers, and we're dealing

with people's fears. We're doing dreams a bit.

80 are you going to come back next semester? 4

Yeah. And nexé'year, too. I really like it here.

Last interviewy

I:

¢ No, I dropped out.

_Why did you drop out?

So how have you been doing? thg<pkve you been taking?

: All art this term.

Yeah? What? Drawing and painting?

Drawing and painting aﬂd a criticism grbup and Design and
Art History. ’

: And you also take Self-portrait,

0
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It was too deep. People were trying to be too analytical Do
you want an example?

Yeah.

See that painting there? There's a little pink planet in the
corner. The reason there's a pink planet~in the cormer is
because I wanted to try my alizarin crimson. But I didn't
want it such a deep colour, and I wondered what would happen

if I mixed it with white, and I sort of knew it would turn pink.
Which 1t did. So I just left it because it's just play, this .
canvas. We had to bring in something for §Self-portrait; that is,

something we made that's "us". And I felt that was me 'cause

it's my first canvas; it's always changing; it's a little warped;

it's fantasy. And I said just ignore the pink planet in the
corner, 'cause it wasn't intentional; it's not going to stay

* 1like that. 8o someone goes: you know, that pink in the cormer

reminds me of mommy. So, o.k. People sometimes just look for
things to say. And people were just getting too deep about “it.
It's very simple; I just sald what it was.

They’were trying to psychoanalyze: *
A

Not just for me. But for everybody and they were wasting a lot

of time doing that and I just wanted a gr6ﬂ§ of people doing

self-portraits. So I've been doing that anyways. o

But you are/really interested in doing self-portraits. Did you.
do more than those two downstairs?

Yeah; for a while, I was drawing myself every day. Bﬁt it wasn't

really going anywhere. So I stopped. j

Why wasn't it going anywhere?

Well, maybe it was. C thinks it was. I guess 1 didn't have
too much time lately. ‘'Cause I've been looking more. 1 can
probably draw it better now.

Do you see those self-portralts as a psychological self-study
gsort of thing, or just trying to paint something that's there.

Just trying to paint something that's there.

"Po you think you want photagraphig reality?

Yeah. Just for that. Like, I'd like to get as close to that as

" 135

possible for now. Because then, I'd know that I have the technique.k

and once I know that, I could do what I want with it and no one's

going to tell me it's not valid.
Boz;s the band going? < g

3
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: Why were they crying?

{

0.K.; it's a band.

‘What are you doing in it?

Dealing with recurring bullshit, ' 1
What; within the band, or ‘your own?

Yeah; no; not in your own. Well, my own, to stadt with. Others
just...I don't know. One day, it's good; the next day, it's bad.
Today it was bad, so don't ask me.

Why was it bad?

Oh, people crying. I can't deal with people crying. .

: Did you get into heavy self-study? ‘ .
¢ No. ‘

-~

.-
It's sunny out.

You're such a cynic. . ‘

Well, some people can cry for anything. I get really uptight
"cause it's not so easy for me to cry, and I start feeling

teally bad, and what happened and all this., But lots of times
it's just a stupid little thing. There's one particular person
in our band who just cries all the time, and it's not even f@r
any big reason. All of a sudden the whole atmosphere of thef room
gets dense. Like, I try to be supportive, but she won't ev

say why she's crying, and we're always evaluating ourselves)

and 1t goes on .and on and on...

Do you get any self-study done yourself?

I haven't really. A bit; not really in band. I get quite a bit
from my learning group and just from people around, people from
school, Like, on a one-tg-one basis with anybody, I learn more
about myself because they're not afraid to say, "Well, I think
that when you do this and you..."

You mean, because they're involved in the school?

Yeah, and théy, kmow I am, too, and they know I'm not going to
say, ''What are you talking about? Don't get deep with me."

Do you think you'll come b?ﬁk next semester?

Oh, yeah.

What will you do after that?

136
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Go to university. | : : . R
Afe you going to go to Fine Atts.‘c;ollege?

0f course.

I1t"s -going to bé painéing aIl ‘the way.

Yeah. la'm going to college 'an?l get a degree in painting.

Are you going to become another Georgia 6'Keefe? ,

Yes. No, I'm not going to be Georgia O0'Keefe. I1'm not going

to be something that was. There's just going to be a whole *

re\iolution,, or should I say, evolution of women artists and
I'm going to be one of the ones to initiate it. That's all.

'
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