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Creative Ethics, Democracy,  
and Artistic Education 

Carl-Peter Buschkühle＊ 

Abstract 

Art can educate creative ethics. Such ethics are different from ethics that follow 

principles or rules. Creative ethics base on the personal responsibility of the individual. It 

is a crucial challenge for living a self-determinded life under postmodern conditions of 

diversity and democracy. This text explores how art education can serve as a major source 

for the development of relevant mental abilities of a sensitive and responsible personality. 

It summarizes and highlights three crucial aspects: the polarity between overarching 

ethical principles and ethics as a process, developing out of specific situations; the 

complexity of artistic thought, which emerges from the critical interplay of different 

mental faculties; and the different ways in which artworks and artistic concepts can 

address ethical and educational perspectives. 

 

Keywords：artistic education, artistic thinking, extended concept of art (Joseph Beuys), 

creative ethics, artistic project. 
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Creative Ethics, Democracy,  
and Artistic Education 

 

The Savage, the Barbarian, and the Artis 

Ethical thought and behavior unfolds in relation to ethical principles on one hand 

and concrete challenges on the other. Ethical ideas, values, and convictions provide 

orientation, but each situation presents unique problems. Simply obeying moral 

prescriptions may be inappropriate, and moral principles may be too abstract for the 

concrete demands of the situation. This requires each individual to reflect and make 

personal decisions, taking responsibility for his or her behavior. In addition, each ethical 

conflict not only requires the perception of a concrete situation and reflection on ethical 

values, but also engages the emotions. Emotional reactions can strongly influence the 

attitudes and behavior of the involved persons. The tensions between general principles 

and concrete encounters, as well as the tensions between reason and emotion, play an 

important role in the field of ethics. Since ethical orientation has a decisive influence on 

the social behavior of an individual, educating ethics has as well a strong impact on 

educating citizens. 

The German poet and philosopher Friedrich Schiller reformulates the tension be-

tween the poles of emotion and reason in the human mind as the dialectical tension be-

tween the “sense drive” and the “form drive” (Stofftrieb und Formtrieb) (Schiller 

1795/1979, p. 62). On one hand, human thought and action delights in the material world; 

on the other, knowledge involves ascertaining order and higher value. The sense drive 

therefore answers to the sensuality of the physical human being, while the form drive 

involves intellectual thought and reason. The domination of one drive can be dangerous. 

An unrestrained sense drive can lead human beings to become savages, while the form 

drive can create dogmatic barbarians.  



 
        2023 12

 

4 
 

￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣ 

Schiller believes that a third drive which he calls the “play drive” allows the sense 

and form drives to enter into a playful relation with one another (Schiller 1795/1979, p. 

128), which can in turn shape man’s ethical education. The savage human can become 

subject to reason through an encounter with an object or phenomenon which presents 

ideas in a sensuous manner. The dogmatic barbarian, in contrast, encounters concrete 

phenomena which stimulate his or her emotions. For Schiller, art provides an arena in 

which sensuousness and reason can encounter one another. Since the artwork represents 

a domain beyond quotidian reality, it affords both artists and viewers with an aesthetic 

encounter. Aesthetic experience is a mixture of sensuous experience and intellectual re-

flection. In this experience, neither sensuousness nor reason dominate; instead, both mu-

tually influence, inspire, and transform each other. Attentive, empathic perception influ-

ences the principles and convictions of reason and thus undermines their abstract, ideo-

logical character. Reason interprets the sensuous appearance of an artwork and gives 

meaning to it—both in the reflective efforts of the beholder and the creative interventions 

of the artist.  

Neither the form nor the sense drive dominates in the artistic realm; instead, they 

communicate and learn from each other. One confronts the other one with new experi-

ences, mutually provoking shifts and changes. This yields a free space in which art can 

chart out reversible experiments and tentative positions, and which explains the playful 

character of the dialectical encounter between emotion and reason in art. This space of 

play generates the experience of freedom because no side suppresses the other; rather, 

both motivate each other to find new positions which can, in turn, change again when new 

impressions or thoughts arise. The dialectic of emotion and reason in art is the field of 

play for artistic ethics. It offers the opportunity to experience freedom from suppression 

and prescription, and freedom to make self-determined, experimental insights. It is an 

ethical mode of thought in at least two regards. On the one hand, an artwork can raise 

ethical issues through its form, thus engendering a dialectic relationship between empathy 
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and moral reflection. On the other hand,  artistic thinking already bears in itself an ethical 

character because it mobilizes intellect and emotion in the aesthetic encounter.  

The dialectical relationship between emotion and reason engenders a holistic think-

ing which is free from slavish surrender to sensual desires or the hegemony of strict ra-

tionalism. But this holistic thinking is not always harmonious. In certain moments of aes-

thetic pleasure, a state of harmony may be achieved. Artistic encounters are partially 

driven by the desire for pleasurable moments. But the artistic creativity that makes “every 

man an artist”, to quote Beuys (Harlan, Rappmann, Schata 1984, 102), is ignited by the 

tension between these poles. “Every man an artist” does not mean that everybody should 

be a painter, an actor, or a musician. It refers to the humanist conception that every indi-

vidual has specific talents which must be developed to fruitfully shape her own personal-

ity and contribute to society. This developed individual is an “artist of living”, and bears 

existential creativity for her life. One basic issue in this regard is the commitment to moral 

responsibility. Simply seeking fun and sensual satisfaction is careless, while cleaving to 

ideology is another way of abdicating personal responsibility. Being ethically responsible 

means taking moral decisions in new encounters, activating the constitutive poles of eth-

ical responsibility – sensitive perception and critical reflection – time and again. This 

characterizes the permanent process of creative ethics１. 

 

7000 Oaks - Ethics through Artistic Thinking 

I will follow Beuys for a moment by analyzing one of his major projects, which can 

be regarded as pathbreaking for public art as social sculpture: the “7000 Oaks” in Kassel. 

This project, conducted 1982 – 1987 between two events of the world art show “docu-

menta”, shines a light on major aspects of art educating abilities of creative ethics and 

social responsibility. Regarding this example, we can comprehend how the aspects of 

                                                       
 Dennis Atkinson calls such ethics in artistic contexts “ontogenetic ethics” (Atkinson 2020, 107), John 
Baldacchino uses the term “onto-poietic ethics” (Baldacchino 2020, 103) 
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human creativity are activated in this artwork and how it inspires a creative ethical and 

societal behavior. 

7000 Oaks 

The action “7000 Oaks” is an essentially political art action, which aims at social 

and cultural changes. However, it develops a complex image for this purpose. Over the 

course of five years, from Documenta 1982 to Documenta 1987, 7000 oak trees were 

planted in the urban area of Kassel. In the course of this action, 7000 basalt stelae were 

successively removed, which had been heaped up in front of the Museum Fridericianum. 

Individual citizens, groups or associations could purchase a stele and a tree for 500 DM 

each. Both were placed together at selected locations in the city and can still be seen there 

today. It is a long-term sculpture. The trees can potentially grow for centuries, in this time 

the stones next to them will gradually diminish. Whether the trees will live ultimately 

depends on whether people maintain the conditions for them to do so. In this respect, this 

work is an appeal into the future that is constantly renewed in the encounter with the 

initially enigmatic tandem of tree and stone, which can be found in a wide variety of 

places in the city.  

 

 
Fig.1 Joseph Beuys, “7000 Oaks”, 1982.（https://www.7000eichen.de/index.php?id=3） 
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If we look back at the context of the “7000 Oaks” campaign, essential elements 

of existential creativity can be recognized in it. In this regard, the determination of the 

qualities of artistic thinking that are activated in it fans out: both in the artist himself and 

in the participants from the population, like us who consider the action. The duality of 

sensuality and reason, of intuition and rationality, does not adequately encompass the 

complexity of creative thinking. If one looks at the thought processes in the context of 

this action, at least five elements can be distinguished: First, a sensitive perception. It is 

challenged at the moment when the unusual constellation of tree and stone in the city of 

Kassel catches our eye. Then the perception, if it takes its time, expands to the 

environment where this couple is found and observes the effect it has on it. In this context, 

imagination is activated. One can imagine what the place would look like without the 

plants and stones. One can also imagine that this planting campaign, distributed 

throughout the city, causes further lasting changes in the respective places and thus shapes 

the entire cityscape of Kassel. One can also imagine that not only the commitment of the 

citizens involved in the planting was required, but that the demands of the project point 

to the future, i.e. the conditions for the preservation of the trees must also be created in 

the future, socially and politically and ecological. This means that rational reflection is 

already in action, which considers such relevant facts and connects them with the tree-

stone constellation that is in front of the eyes.  

In order to exert and continue such empathetic perceptions of the effects on site, the 

imaginations and reflections in the context, a good will is required. This was all the more 

challenged because those individuals or social groups who acquired trees for planting and 

carried out these plantings had to make real efforts to do so, thus becoming engaged as 

activists in a social sculpture and had to deal with the problems that arose. The promotion 

of goodwill through the viewing and creation of art is, for Beuys, an essential factor in 

the ethical impact that art can have. He characterizes such a committed use of will as a 

“warmth quality” of will (Harlan, Rappmann, Schata 1984, 21; Buschkühle 2020, 40). 

Finally, skills are required that bridge the gap between thinking and acting. In the case of 
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the “7000 oaks”, these are quite different: the technical skills of planting trees, social 

skills of cooperation and dealing with social institutions, e.g. the city administration, 

which had to issue permits for planting at the chosen locations. However, skills are also 

useful when looking at the tree-stone pairs on site, e.g. with regard to the interpretation 

of works of art in the field of tension between perception and the inclusion of knowledge 

from relevant reference fields that are able to shed light on significant connections. In 

addition to art history, in the case of the “7000 Oaks” there are aspects of cultural and 

intellectual history (e.g. oak as a mythical tree of the Germans), political history (e.g. 

destruction of the city in World War II, “healing of wounds” in the city area through plants 

of the trees), ecology (as a challenge to a changed culture of dealing with nature, which 

is good for both the trees and the people). The practice of an attitude of questioning within 

the framework of a work of art therefore calls for interdisciplinary thinking, depending 

on the relevant context. 

 

 
 

Fig.2 Joseph Beuys, “7000 Oaks”, 1982.（https://www.7000eichen.de/index.php?id=3） 
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Drawing of Diagrams 

Thus, beyond the interacting elements of artistic thinking, further aspects of the 

characteristics of human creativity are already addressed by the “7000 oaks”. They 

promote historical thinking that creates a creative relationship between the past and the 

future. It is the future that inspires existential interest. Hence in the cross diagram the line 

comes from there, reaches into the past, from where it curves back towards the future. If 

we want to know what we can do to solve pressing problems in the future, we first need 

to look at the past. There we can learn what possibilities have already been worked out, 

from which one can draw, but also what mistakes have been made, what we should do 

better now. Instead of destruction through war or an economy that puts a strain on the 

environment and people, the “7000 oaks” bring an ecological way of doing business into 

the imagination as our “sense of possibility”, (Robert Musil) that connects people and 

nature in a peaceful way and thus promotes their development. Questioning the past is an 

intellectual achievement that allows us to see the material conditions of our way of life in 

a different light and enables us to shape these conditions, be it in a technical, artistic or 

political way. This is what the vertical curved line stands for, which indicates that the 

attentive mind is directed towards the material conditions and from there receives the 

impulses to which it must react in the transformation of the conditions. 

 

 
Fig.3 Diagrams Artistic Thinking and Acting (Buschkühle after Beuys) 
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The special nature of the artistic communication is indicated by the curved lines. 

Beuys also uses these curved lines in his actions, e.g. in the “Eurasia Staff” or in the use 

of walking sticks. In the diagram you can see it as a connection between a receiver, which 

turns to the opposite sender, the line starts from this active receiver, turns around at the 

sender, so that its impulses, its properties have an effect on the receiver, influencing his 

thinking and action. What the backward line of communication suggests here is a 

reflective relationship. This describes a specific attitude of the attentive, interested 

recipient. It is a “culture of questioning” that is displayed here (Buschkühle 2020, 48). In 

art, this is practiced in a special way. That is why Beuys considers art to be the excellent 

place to turn human creativity into a process of “warmth-sculpture”. That is, to practice 

the said “warmth quality” of a responsive good will that is interested in promoting the 

possibilities of a person or a thing. The creation of a work of art requires such a 

questioning, sensitive attitude. The artist cannot simply make anything without running 

the risk of destroying the resulting work. “The work says what it wants”, is how Beuys 

expresses the artist’s questioning attitude towards his work (Harlan 1988, 44). Every artist 

is a student of his work, I would say. The practice of such a “culture of questioning” 

comprehends significant potential of artistic education for the development of creative 

ethics in the students. Because they learn sensitivity, respect and exertion of relevant skills 

and abilities in order to do justice to the object, both in the design of their own works and 

in the effort to appropriately behold and interpret works of art and other images. The 

culture of questioning and goodwill are inherent in the concept of “doing justice”, 

which fundamentally shape the ever-changing movement of creative ethics.  

Anyone who works artistically knows that the success of a work does not happen by 

itself. There are phases of ambiguity, the risk of failure. From this, however, a creative 

movement arises, which does not repeat the usual, but produces something new. At the 

end of such a process, which challenges the mobilization of all abilities of artistic thinking 

in the attitude of a culture of questioning, there is a form, if it goes well: a work that is 

“satisfied with itself”, to quote Beuys again, or an insight into the meaning of a work of 
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art when the producing process strives to interpret it. For Beuys, these connections 

between openness and accomplishment, between question and answer, between the threat 

of failure and success, characterize the “plastic process of creativity”, which he describes 

in the diagram that shows the creative movement between chaos and form. Noteworthy 

here is the heart symbol in the movement line, which indicates that a successful creative 

movement must happen “with heart”, with passion, with “warmth quality of will”, 

with love for the thing. In this characterization, the basic ethical attitude of a creative 

artistic process is indicated. 

 

 Critique as creative force 

The plastic process of creativity is required in procedures of creative ethics. It does 

not rest, simply obeying regulations and prohibitions, or stubbornly adhering to moral and 

ideological principles, regardless of the specifics of circumstances. It always tries anew 

to do justice to the other person: a thing, a person, a problem. To do this, the use of the 

complex abilities of creative, life-artistic thinking is demanded: A sensitive perception of 

what is available, the reflection of knowledge and information, the formation of ideas 

about possibilities and consequences, good will. Forming an ethical judgment and 

behavior in such processes is not without conflicts, contradictions, the struggle for 

orientation in initially confusing, chaotic circumstances. Far from harmonizing with each 

other, the different mental abilities wrestle with each other, even contradict each other, 

criticize each other.  

The sensation contradicts the norms and values to which reason would like to 

orientate itself strictly and causes a weighing of the concrete circumstances. Conversely, 

the insight of reason resists overly sentimental influencing of thought and action and puts 

forward differing reasons. The imagination imagines where an action that would be 

dominated by feeling or by reason could lead and thus influences the weighing up between 

the two and the struggle for a judgment that is shaped by feeling as well as by reason. All 



 
        2023 12

 

12 
 

￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣ 

of this requires good will, the sustained motivation to face these concerns, these 

deliberative processes, and fight them through. What is fought in it is the freedom of 

personality. Obedience to commandments or submission to an ideology are embodiments 

of bondage. They allow outsiders to determine the thoughts and actions, be it tradition, 

social group, family, peer group, religion or politics. In order to struggle for the ethical 

judgment that is considered appropriate in the controversy of intellectual abilities, in the 

practice of a culture of questioning that not only looks at the matter, but also, reflectively, 

at one’s own attitude, one’s own motivation towards the matter, that is the practice of the 

possibilities of free, self-determined, self-responsible thinking within the framework of 

the possibilities available to the human being. Thinking in the intersecting coordinates of 

human world creation: Interested in shaping a future, established values and historical 

conditions are questioned in order to mobilize the mind to the best of its ability to act as 

fairly as possible in the given situation. In the middle of these movements, as the center 

that triggers them and where they cross, acts the challenged individual, who can and must 

mobilize his or her powers again and again: the artist as the creator of his existence and 

thus always of society, the life artist. Thus, the formation of free and responsible thinking, 

a thinking that answers the quest of the circumstances, explores the conditions and 

promotes the possibilities for a good, is an education of the citizen as a responsible 

member of a democratic society.  

Such an ethic of freedom contradicts advocacy and participation in authoritarian and 

dictatorial regimes. Such political systems are based on a culture of proclamation, of 

domination, of command. They are not concerned with the question of the needs of others, 

but with the power, which makes use of propaganda manipulation and destroys research 

into the circumstances of truth in its own interest. Ultimately, criticism turns out to be the 

actual source of creativity. This applies with regard to the thinking of a free, responsible 

individual, in which feeling and reason, imagination and motivation of the will question 

each other and thus first of all find new solutions that do justice to a thing as far as possible. 

On this basis, this then applies to social and political action, in which what is recognized 
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as good must be realized in critical debates with others and in community engagement.  

 

 Ethical Education in Artistic Projects 

Can art education contribute to the formation of such a creative and responsible, and 

therefore free personality? With Schiller and Beuys it was shown that art in its critical 

combination of sensory experience and ideal knowledge is accorded special potential here. 

A look at student works should at least outline what possibilities are inherent in an artistic 

education. This will be explained using two very different examples in order to illustrate 

the range of thematic possibilities (Buschkühle, 2020, 140, 175). 

One example shows the work of a fifteen-year-old female student in the artistic 

project “Unknown Things”. Here the students should recreate things by assembling them 

from found objects and materials. Gluing them together was out of the question, since it 

allows completely arbitrary, unreflective connections. Instead, it should be observed 

which connections with each other the selected things offer by themselves. An art project 

is different from an art lessons. It puts the emphasis on the claim of experimental creative 

work, which corresponds to the spirit of art, while e.g. the application of design processes, 

which the teacher has previously worked out with the students by analyzing the work of 

an artist, corresponds to the spirit of teaching and tends to a framework of a narrowly 

defined task. Of course, the experimental work places higher demands on the creative 

abilities of the students. This places high demands to the supportive accompaniment by 

the teachers. Framework conditions, criteria appropriate to the topic of the work must be 

worked out. Among other methods, they can be experienced in the experimental work 

itself, by carefully examining the work results available in each case and asking about the 

conditions for the success or failure of experiments. A pedagogy and didactics of artistic 

learning are already recognizable here, which aim at the formation of a culture of 

questions and thereby practice reflective, empathetic perception. 
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Student’s work “Unknown Things” 

This work by the student was created on this basis. She exclusively uses the method 

of binding, the entanglement of parts, which she uses for her material sculpture. She first 

found these parts in the collection of materials in the art room at school. Based on this, 

she looked for other suitable things outside of school and brought them with her for the 

two lessons a week in which the subject art was taught. The work shows that beyond the 

application of an appropriate manner of connection, a number of other aspects determined 

the combination of the parts so that they fit together and resulted in a coherent abstract 

structure. Objects were selected that are old and used. They also have similar colors. It 

takes a keen sense of material to appreciate, as is done in this work, that wood, jute and 

woolen threads can be combined while, for example, the addition of styrofoam or printed 

plastic packaging would be inappropriate. Apart from the recognition of different surface 

textures, here it is the feeling for whether things and materials fit together or not. A matter 

of sensitive perception as well as applying knowledge is the composition of the parts, that 

is, their alignment and proportioning. In order to avoid clumsy statics and instead to 

achieve a dynamic form, the structure rests on the ground in only two points. This base is 

a piece of natural wood, partially wrapped in jute, which supports its counterpart, the 

worked and weathered wood of a frame. Its geometric shape was placed diagonally, which 

set the static of the right angle in motion. Mediating between the geometry of the frame 

and the entwining, linear movements of the thread, the movable surface of the jute sack 

twines upwards, playing around both wooden elements, the branch wood and the old 

frame, in which it moves around the strips and through its open interior. The entire form 

plays with contrasts: between geometry and free movement, between voluminous, flat 

and linear materials and forms, between natural and manufactured materials and forms, 

between compression and openness, transparency, between rigid and flexible elements, 

between different proportions, between details and whole. The interplay and dynamic of 

the form also includes the basic alignment of the parts in an upward direction, whereby 

the dynamic is further increased by the fact that the larger shape around the frame is 
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oriented to the top, while the supporting base made of natural wood and jute is the smaller 

lower part of the form. 

This artistic project dealt with questions of design based on the properties of the 

things put together. One can understand that all the characteristics of artistic thinking and 

acting described above are also practiced on this level of artistic exploration, where 

content is not at stake that is taken from cultural or social areas. One can also see that 

even with such an aesthetic-formal work, a basic ethical attitude is practiced. Because it 

is about doing things and materials justice in the way they are combined into something 

new. This new thing is only coherent if the properties of the sub-elements are carefully 

perceived and appropriately related to each other. Although the objects and materials 

merge into a new whole, they retain the effect of their properties, indeed, the new only 

arises from the consideration and implementation of these properties. Respect for the 

simplest things is practiced here, as well as the realization that something unexpected can 

emerge from them. A culture of questioning the individual parts as well as the emerging 

whole of the new sculpture is to be practiced for this. It is based on attentive perception 

that inspires imaginations of the placement and interaction of the parts. Knowledge must 

play a role here too, about the properties of things and materials as well as about the 

technical possibilities of their connection. This already addresses skills that work on such 

a montage sculpture, required in order to translate ideas into reality. The finished work is 

by no means clear from the outset, it has to be achieved in the experimental process, which 

develops between chaotic phases of ambiguity and trying out until the coherent assembly 

into a logical new form has been achieved. This requires motivation, the exertion of 

willpower to continue and bring the work to a proper conclusion. 

On the elementary level of form design appropriate to the subject and material, 

sensitivity and rationality, attention to the special aspects encountered and responsible 

handling of recognizable challenges are already practiced in the artistic process. The 

complexity of this immanent ethical learning process increases when cultural or social 

content becomes a topic. An example of this kind, as it were the other extreme of the 
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diverse potential themes for artistic educational processes, is the confrontation with a 

fundamentally philosophical theme. This took place in the artistic project “Freedom and 

Dignity”, which was also carried out with pupils aged 15. With a double art lesson per 

week, the artistic projects I show here lasted a half year. The processes of this project 

cannot be explained in more detail here, they can be read elsewhere (Buschkühle 2020, 

140). Again a look at students’ work is intended to explain aspects of artistic learning and 

the practice of creative ethics.  

 

Fig.4 Student’s works “Unknown Things” (© Carl-Peter Buschkühle) 

 

2 Student’s works “Freedom and Dignity”   

The creative process consisted of designing a poster on a topic chosen by the 

individual students themselves, relating to human rights. Relevant information and one's 
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own attitude to the problem area should be visible there. This was preceded by 

photographic self-dramatizations by the students, in which they portrayed themselves in 

dreamed-up roles. Gender-specific stereotypes predominated and were discussed in class. 

Boys, for example, presented themselves as film heroes, girls not infrequently as fashion 

models or princesses. Overall, the self-portrayals indicated a good level of self-confidence 

and optimism with regard to personal development opportunities. In the course of the 

class discussion we came to speak of the freedom that is reflected in such self-images. 

Compared to her grandparents, who grew up as teenagers under the National Socialist 

dictatorship in Germany, or to some of the students whose parents grew up under the 

socialism of the GDR, it became clear that this life in freedom was by no means a matter 

of course. We then discussed the first article of the United Nations universal proclamation 

of human rights, which declares human liberty and human dignity to be inviolable. As a 

result, the task was for everyone in the class to look for and research a specific topic in 

which respect for freedom and human dignity is endangered or disregarded, and to design 

a poster about it. 

On the one hand, the two selected photos show the self-portrayal of a schoolgirl in 

the style of a fashion photograph. This picture looks quite skillful, which was influenced 

not least by the fact that she, like her classmates, constantly consumes such pictures on 

social media and also creates them herself. TV programs such as Germany “Next Top 

Model” exert an influence. In her poster design work, this girl dealt with the disregard for 

human dignity in the forced prostitution of young girls. This required research in order to 

work one’s way more precisely into the facts relevant to the topic and then to filter out 

those aspects that were to be illustrated in the poster. The poster, for its part, makes certain 

demands. Complex issues must be related to the challenge of attracting attention and 

quickly conveying intended messages. To do this, the information obtained had to be 

thought through and important factual aspects weighted. In addition to this reflective 

achievement, properties of the poster design had to be applied. Questions of the layout, 

how the viewer’s attention is guided by the image, headline, informational text, the 



 
        2023 12

 

18 
 

￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣ 

articulation of the statement through the relationship between image and text were 

analyzed using the example of an award-winning poster on human rights and were 

therefore available to the students for targeted application in their own poster designs. 

These were created digitally using Photoshop. In the present case, the student relies on 

the irritating, empathetic photograph of a young girl, which she discovered during her 

internet research. The headline “Empty and drained” underlines the impact of the hurt and 

distressed face and arouses curiosity as to what this girl is all about. The subtitle “sexual 

exploitation worldwide” immediately leads to the problem area at issue. The writing at 

the bottom of the poster places shocking information that highlights the magnitude of the 

problem: “around 150 million girls are forced into prostitution every year”. This 

drastically bridges the gap between the fate of the individual encountered in the photo, 

which arouses sympathy, and the unimaginable number of affected girls. 

    
Fig. 5 & 6 Student’s works “Freedom and Dignity” (© Carl-Peter Buschkühle) 
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Insofar as the artistic project “Freedom and Dignity” deals with a topic that in itself 

contains ethical, social and political questions, the formation of creative ethics is an 

obvious field of learning in this case. Again, all the skills of creative thinking are required: 

the attentive and sensitive perception of the images that are produced and used: this 

applies both to the photos in which the students represent themselves and to the photos 

they use for their individual posters. It is precisely when considering the differences in 

these images and their effect that one can experience the differences in terms of the living 

conditions depicted in each case. Imagination is required when the students try to imagine 

the circumstances under which the people they are portraying are suffering. Willpower is 

mobilized, on the one hand, to stick with this difficult topic and to formulate a statement 

on it, but on the other hand also with regard to the motivation to take a position here and 

to express one's own moral attitude towards it. Critical reflection is challenged in a 

complex way in these contexts. On the one hand, it relates to researching and reflecting 

on the information obtained on the subject. These must be considered with regard to 

important ethical, social and political aspects. But that’s not all, a clarification of one’s 

own attitude towards the problems is required. This results in the orientation of the poster, 

which a student wants to design for it. At the same time, it requires factual reflection, but 

also moral considerations, how to focus the complex facts on the conciseness of the 

information on a poster and still present the essential. What can and what must be left out? 

What message do I want to convey? With which images and which necessarily short text 

sequences can I effectively convey my intention? Research skills, critical image analysis 

and poster design enable the transition between thought processes and creative execution. 

All this happens in the basic attitude of a culture of questioning, which is aimed at 

the selected problem area and the designed poster effect. It is understandable that the 

phases of the creative process between chaos and form are repeated several times.    This 

is where the creative ethics develop, which are inherent in this project work and are an 

essential part of their learning goals. Regarding the moral problems of the chosen topic, 

issuing own moral judgement on it and articulating the own attitude are challenges that 
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every student was faced with. Discussions among the students and, essentially, the 

accompanying discussions with the teacher provide important support. The entire work 

m oves in the coordinates of the world: in the research and reflections, the past is 

questioned in a variety of ways. It concerns the students’ own biographies and the stories 

they come across in dealing with their subject area. But it also concerns dealing with 

developed moral concepts, which, for example, gained political effectiveness in the 

proclamation of human rights after the Second World War. All these questions of the past 

serve and spring from an interest in the future, a future that should be better, in which 

well-established ethical values and political action should prevail. 

In the course of this project, however, attentive perception and critical reflection 

relate to other aspects. Not only does it become clear to the students how posters are made, 

but in this context they become aware of what they intend and how they appear. Posters 

are not a differentiated discussion of different aspects of a difficult topic. On the contrary, 

they have to be shortened and pointed out in order to convey their message. They don’t 

just want to inform, they want to appeal, to call for a reaction. Therein lies not only the 

danger, but also the intention to manipulate the viewer. The students not only notice this 

in the analysis of posters, but in the design of their own striking message they themselves 

are in the role of deliberately creating an effect. They become aware of the ambivalence 

between well-intentioned content, the conveyance of a position that is considered morally 

imperative, and the strategies necessary for the targeted setting of emotional and 

intellectual impulses in the publicity medium. In the same way, there is a critical reflection 

based on sensitive perception regarding the photographs that the students choose for their 

posters on the Internet. They search specifically for effective images, at the same time 

they learn to question themselves to what extent they are influenced and manipulated by 

the effect of these images. The complex processes of forming one’s own moral judgment 

and translating this into an effective appeal also include the critical, problem-conscious 

examination of the media used, their intentions and effects. 

Finally, during self-reflection, a creative ethic that struggles for its position and does 
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not leave the answer to commandments or abstract principles, moves to take a critical 

look at itself in the work on the well-intentioned matter. What am I doing here, as a student 

from a privileged background, which is expressed in the self-portrayal of the dream role 

photos? Am I genuinely moved by the issue of human rights violations that I have chosen? 

Or am I just doing a task here and standing up for moral values that are expected at this 

school or in my social environment? The artistic project “Freedom and Dignity” not only 

leads to an examination of ethically and politically problematic issues, but also asks those 

involved to self-examine how serious they are about their presented attitude, how serious 

they are about changing the accused circumstances which they show to others. Creative 

ethics not only struggles between chaos and preliminary judgment about one’s own 

position on an encountered problem, but also raises the question of the reasons and 

prerequisites for one’s own attitude.  

Artistic education projects practice differentiated processes of perception and 

thinking, practicing a culture of questioning that deals with its themes and objects with 

respect and interest, and it helps forming a responsible personality. Such a personality is 

fundamental for beneficial participation in a democratic society. Art education of this kind 

constantly practices new processes of creative ethics and is therefore much more than art 

lessons that deal with formal design issues or are essentially focused on art and cultural 

history issues. Artistic education turns out to be existential education with regard to self-

responsible art of living (Schmid 1998), with regard to practiced freedom. This is what 

Joseph Beuys means with his famous statement, which is also a fundamental claim: 

“Every human being is an artist”. 
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The Conceptions of Source Consciousness in Art 
and its Implications for Art Production and 

Aesthetic Experience:  
Graves, Loori, and Spira as Examples 

Feng-Jung Liu 

Abstract 

Recognizing the importance of the presence, representation, and expression of 

source consciousness, some Easten and Western artists have tended to be concerned with 

and explore the issue. For enhancing the spiritual in art and aesthetic experience, it is 

necessary to analyze conceptions of source consciousness, and investigate related 

contemporary artists’ ideas and art. Therefore, the objectives of this article include: (a) to 

interpret the conceptions of source consciousness, as well as the presence, representation, 

and expression of the artist’s source consciousness; (b) to analyze the ideas and art of 

Morris Graves (1910-2001), John Daido Loori (1931-2009), and Rupert Spira (1960-); 

and (c) to interpret the implications of source consciousness for art production and 

aesthetic experience. This article interprets the conceptions concerning source 

consciousness in the Eastern and Western philosophy, the methods for the artists to 

recover source consciousness, as well as the modes of representation and expression of 

source consciousness and their function to evoke aesthetic experience of self and others. 

Accordingly, the article analyzes the ideas and art of Graves, Loori, and Spira, and 

summaries their artistic features. Hence, it interprets that the enhancement of source 

consciousness is beneficial to elevating the spiritual in art, transformative force of art, 
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creativity, and aesthetic experience.  

Keywords: Zen aesthetics, the spiritual in art, the source consciousness in art, 

transformative force of art, aesthetic experience. 
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（一）藝術與美感態度即含本覺之定慧 
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2018  

（二）轉識成智之知與行 

1.  

2005

8

 

1971/1993

Kant

196  

2016 2020

 

                                                       
8 
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2.  

1968

2003a

 

3.  

1968

 

4.  

2009
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2  

 

2.  
    

 
   

    
   

 
 

 
 

 

 
 

2009  
 

Kant

Kant Husserl

 

 

三、本覺之藝術境界、模式與美感經驗 

（一）「藝」進於「道」之境界 
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1.  

1990/2004

98 2  

 
2  
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2.  

 

Baas 2005

2004 256

 

Ad Reinhardt 1913-1967

Heart Sutra nos 9 2009 Baas, 2004

Reinhardt

 

Joseph Beuys（1921-1986）

                                                       
9 1 . 2. 3. 4. 5. 

6. 7. 8. 9. 10. 11. 12. 
2009 Baas, 2004  
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1999

 

Peter Howson

presence Howson

Peter Howson, Prophecy, 2016, Oil on canvas, 72 1/4 x 96 1/2，Prophecy

Paul, 2019  

Howson Kant

presence

 

（二）再現與表現之模式與美感經驗之提昇 
1.  

 

1

Tolstoy 1896/1905/1979

 

2
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Collingwood 1938

 

3

 

2.  

 

1

 

2

 

3

3  
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A. 

 
  

 
 

 
 

 
 

B. 

 
 

 
 

 
 

 
 

 
C. 

  
 

 
 

 
 

 

  

Husserl 2008b Husserl

C

B

A C

Husserl

A C C

C  

Husserl
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2008b

ob-ject e-ject  

Croce 1944 Collingwood 1938

 

Graves Loori Spira  

 Graves Loori Spira  

10 Morris Graves 1910-2001

John Daido Loori 1931-2009

Rupert Spira 1960- 11  

（一）Morris Graves（1910-2001） 
Graves  

1.  

Wolff Morris Graves: Flower Paintings Hardcover – 

Nov. 1 1994

Morris Graves Graves

Wolff, 1994）。 

Graves the essence of 

man’s Being and Purpose, ultimate reality

                                                       
10  Wassily Kandinsky 1866-
1944 the inner sound the inner necessity the 
spiritual in art the essence of mind

Baas 2005 Kandinsky 1914/1977  
11  
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Graves

transcendentalist

Graves, 1966  

2.  

Graves Environment

Being Purpose

full 

consciousness Graves

Woodside Braseth Gallery, n.d.  

Graves

Graves

 

1930  Graves

surrealist symbolism Seattle
12

Graves

the transcendental 1942 30

                                                       
12 Malcom Roberts (1913-1990) Louis Bunce (1907-1983 Woodside Braseth Gallery, 
n.d.  
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13 Woodside Braseth Gallery, n.d.  

 

3.  

Graves

 

1  

Graves

Wolff 1994

Graves Graves

Graves

1970

Wolff

Graves Graves

Wolff, 1994  

2  

Morris Graves

                                                       
13 the San Francisco Museum of Modern Art, the National Gallery of Art in Washington D.C., the Seattle 
Art Museum, the Tacoma Art Museum, and the Whitney Museum of American Art Woodside 
Braseth Gallery, n.d.  
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Morris Graves Foudation, n.d.  

Graves

 

（二）John Daido Loori（1931-2009） 
Loori  

1.  

Loori

 

Loori Zen Mountain Monastery in Mount Tremper, New York

abbot Loori 2004 The Zen of Creativity: 

Cultivating Your Artistic Life

 

2.  

Loori sill point

no mind simplicity ordinariness mystery

playfulness spontaneity) suchness

Loori, 2004 Loori Pygmalion Karatzas, n.d.

 

1 still point Loori
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a way of being

 

2

Form is no other than 

emptiness and emptiness no other that form.

mindfulness  

3 Enlarging the universe

a

b hara

c

d e letting go  

4 Jeweled mirror

 

5 originality

ego 14

                                                       
14 ego ego
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Loori

 

Loori

Loori

originality creativity

 

6 artless arts 1960

No-mind pure self the emptiness

absolute samadhi

working samadhi

 

Loori 2004 no mind

no intent

action of 

no action

a clear sense of the presence of this 

                                                       
ego Id super-ego ego

ego  
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quality Torei Enji

1720-1792

 

7

wabi sabi

non-attachment

suchness a thing in itself 

and of itself

perfect and complete, just as they 

are

Loori 2004 148-167  

Loori

Loori

 

8

the rule of no rule

playfulness

 

9 mystery
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10 expressing the inexpressible

 

Kant

 

11 (endless spring intimate words 15

Loori 2004

form

reality

spiritual 

force Loori 2004

225 Loori

 

12

being Heart Sutra

Loori

2004

                                                       
15 intimate words  
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Loori 2004 242  

Loori 2004

2003 22

Baas 2005

 

（三）Rupert Spira（1960-） 
Spira16  

1.  

Spira The Way of Beauty

perception

the experience of beauty

Spira, 2015a The Awakened 

Eye, n.d.  

Spira

 

                                                       
16 Spira 1983 West Surrrey College of Art and Design
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2.  

Spira Being aware of being aware is the highest 

meditation Spira, 2015b

 

3.  

Spira

Spira

the presence of consciousness

The Awakened Eye, n.d.  

4.  

Spira  

contemplation form
17  

creativity

re-present

model of 

reality taste of eternity  

                                                       
17 form essence
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 dynamic aspect The Awakened 

Eye, n.d.  

5. consciousness  

Spira

obliging

infiltrates

Rupert Spira in an interview with Daphne Astor 2002 The Awakened Eye, n.d.  

6.  

Spira On nondual perception

 -- 

Spira

Spira

The Awakened 

Eye, n.d.  

Spira

2016 2017 2020 Spira

Spira consciousness

Spira
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18

 

（一）「正」之意境 
Graves

 

（二）「覺」之意境 
Loori

 

                                                       
18  
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（三）「淨」之意境 

Spira

Spira

 

 

（一）本覺之不二智慧 
 

1.  

Loori

 

2.  

Loori

 

3.  

Grave
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（二）本覺之呈現、再現與表現之基礎 

 

1.  

 

2.  

2000 Kant

1986/19891991/2004 Arnheim 1964 1969

19

 Loori

Graves Loori Spira Kant

 

（三）本覺呈現、再現與表現之層次，藝術之轉化力、創造性以及體、相與用 

                                                       
19 
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1.  

3

Kant

2010a

Kant 2011

humanity

2000 Kant 1790/1952/2007

 

Loori

the transformative force of art 20

21

 

2.  

 

                                                       
20 transformative force of art

 
21 Duchamp 2007；
Baas, 2005  
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1

Spira

 

2

 

3

 

4

 

 

3 22 

                                                       
22 3 4
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3  

 

3.  

Loori  

Graves Loori Spira
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2005a

mutual implication

2005b

1992/2020/2021

2019b

 

 

 

 
2005a  
2005b  
2011  
1968  
1971/1993  
1990/2004  
1981/2010  
1990/2014  
2019a

 
2019b

 



 
        2023 12

 
 

66 
 

￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣￣ 

2019c
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1981/1992  
2003a  
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2001  
2005  
2008a  
2008b  
2009  

2015  
2005 20

 
1976/1992  
1992/2020/2021  
2004  
1999 Joseph Beuys

 
1988  

1985 15，201~235。 
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8 73-94  

2007
1-10

 
2009

4 1-16  
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The Conflict of “Authentic Traditional Chinese 
Painting” in the Early Period of Taiwan 

Retrocession 
Hsiao Chu-Sheng 

Abstract 

After Taiwan’s retrocession in 1945, the first Taiwan Provincial Art Exhibition 

(hereinafter referred to as the Provincial Exhibition) was held, which was an epoch-

making event in Taiwan’s art field. This epoch-making exhibition was the first provincial 

exhibition truly held by the Han people after Taiwan returned to the Han government, 

with high political declaration intention and the feelings of nationalism. Speaking of this, 

it is necessary to sort out the origin of “provincial exhibition”. For Taiwan’s art and 

literary, it is a continuation of “Taiwan Exhibition” (1927-1936) and “Provincial 

Exhibition” (1938-1943) during the Japanese occupation period. In this context, it is the 

localization and development of Japanese colonial culture to some extent. This is 

obviously seen in Japanese terms such as special governor award, special school 

association award, special literary association award, and special literary association 

award. This, however, for scholars and experts who just arrived from across the sea is 

something completely different. They saw it as the claim of Taiwan's return to the 

motherland.  

After just a few year, in 1949, the National Government of the Republic of China 

retreated to Taiwan, the “Republic of China National Fine Arts Exhibition” (short as the 

“National Arts Exhibition”, in 1929, 1937, 1942) did not have a chance to hold in Taiwan, 

“Provincial Exhibition” has become the continuation of "National Art Exhibition" here, 

                                                 
 Associate Professor of Huanggang Normal University, National Taiwan University of Arts Doctor, 
Chairman of YuanMo Art Association, Taipei. 
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or it is more appropriate to say that it “resumed” to hold in Taiwan. Since then, “Provincial 

Exhibition” has a strong political intention of “recovering the tradition”. On the other 

hand, the Taiwanese artists who got famous from the “Taiwan Exhibition” and “Provincial 

Exhibition” are the spokesmen of local culture, and they have been wrestling with a large 

number of artists from the mainland since 1945. The “Provincial Exhibition” has naturally 

become the stage where the two forces compete, especially in the “Department of 

Traditional Chinese Painting”. We can observe the difficulties and embarrassment faced 

by local culture in Taiwan at that time. This paper reviews the development process and 

value of Traditional Chinese painting in Taiwan, as well as the adjustment and discomfort 

of Taiwan in the face of cultural input. 

Keywords: Provincial Exhibition, Traditional Chinese Painting, The Orthodox Chinese 

Painting, Han painting 
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The creative thinking of incorporating different 
materials into Taiwan contemporary ink painting 

 

 Lai, shih-chao* 
 

 

Abstract 
 

 In this contemporary society, global developments and transformations are rapidly 

occurring. Advanced information technology have brought people closer together. The 

flow of information has led to a greater diversity of issues that human beings have to face. 

This article aims to explore the unique aesthetic aspect established by the fusion of mixed 

materials. Under the commitment of traditional values, the diverse creative style and 

creative format built up by contemporary aesthetics aspire to look for a personal symbol, 

so as to resonate with the concepts and subjects of the artwork. 

The focus is utilizing the distinctive aspects of ink painting to construct a 

contemporary and innovative form of ink landscape symbolism, and integrating 

Taiwanese ink landscape art into the broader context of global artistic development while 

attempting to define its inherent characteristics. 

Keywords: different materials, fusion of diverse, symbolism of contemporary ink 

painting. 

                                                       

* Doctoral Student , Department of Fine Arts, National Taiwan Normal University. 
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陳浚豪（1971-）利用蚊釘在「蚊釘山水」所創作的系列作品，巧妙的複製經

典山水畫中的筆墨線條，透過精心設計的蚊釘配置，突出的部分有如傳統筆墨刻
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畫來形成線條，進而組合成塊面的形體，試圖轉化材料將山石層次堆疊及氣韻營

造的氛圍再現於觀者面前。當過去的筆墨被置換為工業材料，當筆勢皴點全被拆

解為點狀的突出之物，面對眼前一幅又一幅巨大巍峨的山水景緻，它們以尺幅之

大回應了歷史文化之沈重穩厚，也以壓迫的視覺感喚起某種崇高的審美情緒。這

是描述歷史的手法，也是藝術家回應文化脈絡的眼光。蚊釘在畫面中堆聚而成圖

像，特別是金屬材質在光線點亮之後透出到獨特冷調色彩，在當代的視覺經驗裡，

更像是構成電子影像的畫素顯現影像的邏輯，無數光點，匯聚成視覺經驗足以辨

識之物。（張晴文，2014） 
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