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Immanent Spirituality:
Art|Education in an Era of Digitalization

jan jagodzinski™
Abstract

In this essay I attempt to develop two versions of spirituality that art and its
education have drawn on to develop an approach to ecological art. In sum, the
first version relies on an organic holism. It is conditioned by an anthropocentric
understanding of Nature, and develops an educational orientation that advocates a
balance between mind, body, and spirit. It promotes sustainability as its key approach.
The second is a more radical posthumanist approach that attempts to decenter
subjectivity, and hence deanthropocentricize Nature as a machinic phylum after the
work of Deleuze|Guattari. The difference between the two can also be summed up as
transcendental spirituality versus transcendent spirituality. The essay also attempts
to show the historical developments of ecological art, beginning with Land art and
then moving to Earth Art is then retheorized within the current anthropological period
referred to as the Anthropocene.

Key words:vitalism, immanence, holism, ecology, Deleuze|Guattari, Earth Art

*Professor, Visual Art and Media Education, University of Alberta, Canada
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Immanent Spirituality:
Art|Education in an Era of Digitalization

The New Spirituality in Post-Postmodern Art presents a conference topic that
is indeed fraught with ‘danger.” Just why and how are the questions that I will try to
explore in this essay. I begin my worry regarding ‘spirituality’ by making a rather
general distinction within art and its education [artleducation], between those
artists and artjeducators who treat spirituality—Ilet’s call it Nature or the vitalism
of life— holistically, anthropocentrically (in both soft and hard accounts ) and
transcendentally, advocating a continued humanism for the future direction of the field;
and another layer of artists and educators who draw on an anti-humanist, transcendent
(not transcendental), de-anthropocentric and an immanent understanding of spirituality.
This later group recognizes an inhuman dimension to spirituality. ‘Nature’ and ‘Man’
are radically leveled as being artificial, or ‘machinic.”’ They develop the paradoxical
position of an ecology without Nature, that is, Nature as it is understood within the
first humanist tradition.

This radical leveling between organic and nonorganic forms of life or spirituality
is further extended to include inorganic ‘life’ forms, which include complex

technologies as developed by posthumanist forms of agental realism.' By this I mean

' The term art and its education is presented throughout this paper by the grapheme artjeducation where
the straight line between them indicates that they are two terms are intimately enfolded in one another.
They are not dualism, nor binaries but a symbiotic assemblage.

2 By this I means there is a ‘soft’ anthropocentrism that recognizes humans beings as co-dwellers on
earth with animals and vegetation in terms of their exchanges. These are usually Jungian accounts.
The ‘hard’ anthropocentric version recognizes this co-dwelling but places humans always above all
other species because of language ability and reasoning power.

* “There is no such thing as either man or nature now, only a process that produces the one within the

other and couples the machines together.”” (Deleuze|Guattari, 1983, 2)

* This follows the work of ontology of object realist philosophies, which has infinities with work of
Karen Barad and the machinic philosophies of Deleuze and Guattari.
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that ‘complex machines’ are given agency within human and nonhuman networks or
assemblages. There is no such thing as ‘pure’ Nature and ‘pure’ Culture. We have then
two vitalisms in play: one molar (dominant) and the other minor (on the fringes5 ). The
first takes knowledge, relations, living beings and systems back to the meaning of life.
There is no life in general, only life for an embodied being who has its world, lived in
its own terms and capacities, and hence it is always already meaningful (e.g., a dog’s
‘world’ for instance). This is an ecology of mind of a bounded organism. The second
or minoritarian direction has a notion of life that is not only grounded in living bodies,
but is a vitalism of sense, of ‘life’ as such, as the pure imperative ‘to live.” The first
direction refers to self-enclosed meaning, while the second refers to pure unimpeded
becoming Other.

In Western modernist philosophy this split between transcendent and immanent
spirituality takes place roughly along two trajectories in the Cartesian tradition:
transcendence begins with Kant, Husserl and Heidegger—and in its postmodernist,
post-Cartesian phase moves to figures like Levinas and Derrida. The spiritualism of
immanence begins with Spinoza, Nietzsche and Heidegger—and in its postmodernist
phase moves to figures such as Foucault, Deleuze, and Guattari. In this account,
Heidegger is identified as a transitionary figure on the modernist-postmodernist divide
(Agamben, 1999, 238-239). This split has serious consequences for the future of
artjeducation when it comes to facing our ecological crisis, which I will come back
to latter in this essay. For now, I will like to briefly describe the first position since
it is the most dominant and familiar, and spend the rest of the paper developing the
second trajectory, since this is where 1 have set my own agenda for artleducation’s
future. It’s not a question of doing away with ‘spirit’—Ilife itself—rather the point is to
worry about the way ‘life’ is taken up in relation to artistic processes precisely at this
historical moment in contemporary history. Further, I am not advocating doing away

with the molar humanist position, rather I am suggesting it has to be reworked and

® The molarjminor distinction comes from Deleuze|Guattari (1989), where in the minor ‘exists’ within
the molar, but in such a way that its radical implications and future potential has yet to emerge fully.
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rethought from a minoritarian position of posthumanism.

In the United States, the transcendental notion of spirituality is hegemonically
represented by the holistic education spearheaded by Peter London’ of the Caucus on
the Spiritual in Art Education (CSAE) established in 2008. This position has many
theological overtones,7 which it tries hard to shed so as to claim an uneasy secularism. Squarely
based on a humanist agenda, its advocates support an organic holistic approach that
is said to balance mind, body, and spirit. The assumption is that these three aspects of
the self are out of balance in today’s technologically oriented world; the search is to
become ‘whole’ again, to heal the Earth and become fully integrated as future citizens
of a better world; all seemingly noble goals. Peter London’s vision of spiritual ecology,
in his most recent address (2012), goes as far as calling artleducators to engage in the
“the Great Work,” to heal the schism between human creation and the rest of creation,
to engage the skill of artists so as “to bear witness to the harmonies of Great Nature.”
London calls it the joining of Heaven and Earth,9 and is a follower of Thomas Berry,
who, in the tradition of the catholic cosmologist Teilhard de Chardin, advocates
‘ecospirituality’ along deep ecological lines. Berry passed away in 2009 at the age of
94. For Berry, his eco-theology is formed by a “Great Forgetting,” which is a return to
‘wisdom’ cultures and tribal cultures. Berry draws this ‘lost’ tradition to ‘re-enchant’

the Ear‘[h.10

® While London has written many essays on holism there is a large section of writers who support his
vision in the International Handbook of Research in Arts Education Vol. 16 (2007) edited by Liora
Bresler.

" Holistic artleducation attempts to downplay this aspect by its membership. Much might be said
regarding the ‘art’ of Islam; it is difficult if not impossible to divorce its expression from the ‘religion’
of Islam and the ‘culture’ of Islam. Secular Islamic art would appear to be a misnomer.

® This is why there is a tension between a transcendent vitalism of religious affiliation and an immanent
vitalism for those who are more animistically inclined where matter has an intentional force. The split
is something like paganism vs. coded religion within this trajectory.

? As opposed, for example, to Earth and Sky in the writings of the anthropologist Tim Ingold (2007)
where a more secular understanding of animism is developed.

' This theme began with Morris Berman (1981) and has recently re-emerged with Richard Grigg’s
(2004) ‘unitarian universalism.’
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From Land to Earth Art: The Dominant Eco-model

The notion of ‘living history’ where environmental art moves towards issues
of bioregionalism, site-specificity and the ephemerality of life|death cycles of
living things, marks a shift from the early Land Art of the 1970s that emerged ‘after
Minimalism’ (notably Carl Andre, Alice Aycock) and ‘performance art’ (notably Hans
Hacke’s idea of ‘social sculpture’), moving out of the gallery system by setting up
a dichotomy between site and non-site, where the ‘site’ was the sculptural space of
land art, while the non-site was the documentation that took place in the galleries.
The monumental work of Michael Heizer’s 457 meter long trench, Double Negative
(1969), Walter De Maria’s The Lightening Field (1977), James Turell’s Roden Crater
(1978-7), and Alan Sonfist’s Time Landscape in New York city are all well known. The
best known work by Robert Smithson, The Spiral Jetty (1970) is seen as the pivotal
art work, which changed the direction of Land Art into Earth art for the complications
it raised between the site|non-site dichotomy. These have been well discussed (see
especially O’Sullivan, 2006) and need not concern us here.

In the early 1980’s Lucy R. Lippard’s book Overlay looked at the artists
who made the transition from Land to Earth art. They drew their spiritual art from
prehistorical monuments. These artists examined the poetics of space and the
ancient Earth lines like the walks of Richard Long. The sublimity of Nature was
represented by the ‘void spaces’ that Andy Goldsworthy created in his sculptures,
as well as archetypal Goddess worship, and through various forms of animism (as
best understood through Toaist, Zen and Buddhist worship in the East) where the
‘object’ hovers or stands over the human as an embodiment of the mysterious and
unaccountable magic of Nature through the mythologies associated with sacred places.
Art becomes endowed with ecospiritual practices, traditional rituals and ceremonial
processes in relation to a return to the art of indigenous peoples, which now become
elevated as a pathway to follow, or to emulate. In its strongest and hardened forms,

the forwarding of such spiritual values are said to be ‘beyond’ the West, as they point
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to the ideal harmony and beauty of a transcendental figure-head(s) that cannot be
represented. The West, in contrast, is caught by consumerist materialism and rational
‘souless’ patriarchal technologies. Pushed all the way this leads to an ecology of fear
by religious fundamentalists of alienation from the ‘life-world’ of nature.

Advocates of holism, like Thomas Berry are in accord with deep ecology as
founded by the Norwegian physicist Arne Naess (1990) where the entire culture
of Western society is seen in disequilibrium with Nature. Sustainability becomes a
key word as does support for the hyper-organic self-sustaining notion of the Gaia
hypothesis where everything is integrated in a web-like fashion as in the James
Cameron’s movie Avatar. Sustainability and biodiversity privilege the order and
boundaries of an ecosystem to restore it to a presumed ‘original’ state of stability,
reliability and endurance. The majority of eco-artists working today can be so
categorized. They are indeed almost too numerous to mention.

1990s saw a shift to a number of land reclamation art projects. The shift is
basically where art and science began to come together for the first time through
systems theories and much latter with complexity and chaos theories joined in to
further refine eco system analysis. The environmental sciences began to inform artists
as collaborations began to form. Along with digital technologies, artists began to
make visible the invisible elemental forces of Nature and begin to work with them.
Questions of sustainability and aesthetic beauty seem to pervade these discourses.
There are many artists to choose from here to illustrate this development. The U.S.
artist Nancy Holt, who despite the Reagan and Bush administrations, continued to
reclaim neglected refuse sites, landfills and murky waterways. She attempts to restore
these ravaged sites to health, producing works that aim to rehabilitate nature and
contribute to human enjoyment and welfare. Stacey Levy, another U.S. based eco-artist
1s perhaps a good representative as any of this approach. Levy is interested in rain and
river systems, especially urban rivers and the forgotten spaces on the edge of rivers.
Her interest is to show the forces that shape the rivers, the wave actions that form sand

bars and tides. The idea is to explore the ecosystem from its most microscopic levels
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or organisms, such as the bacteria to the larger river systems. This work also includes
what has been termed ‘living history,” which is the attempt to incorporate historical
dimensions of the site that have been forgotten. This might include dried up creeks,
or mining sites. The idea is really to find the patterns of Nature and enhance them, to
mesh into the site parts and pieces that enhance the interaction with humans who are
using the site. So, for instance, a dogwood thicket becomes an inspiration to develop
a fence that keeps out deer. Microorganisms are ‘slowed’ down and enlarged and
rendered into more ‘permanent’ material so that ‘humans’ using the site will be aware
of them. Ground sculpture that reflects clouds enables people biking to become aware
of the cloud formations. Above all, perhaps, an eco-systems approach to art tries to
understand decay, the way that the life|death cycle is mediated ‘naturally’ by processes
of biological degradability where so-called ‘hard’ human culture, like cement, is
broken down by natural growth. The idea is to harness the ecological systems that
are present in the specific site, and work with them to establish a more harmonious
balance. Another one of her many examples is 7Tideflowers (2004-08), a four year
project where she recreates a vast field of flowers by attaching multiple red vinyl ‘petals’
to approximately 40 pylons in the Hudson River. The petals open and close based on
the ebb and flow of tides.

This approach is pretty much the dominant model. It is not to dominate Nature,
but to work with it; to be able to understand the forces of weather (sun, wind, rain,
snow, hail and so on) throughout all the seasons in a specific site; to increase the green
zone and reduce the hard zone. Art is always a process, and it symbiotically works
within a haeccity (‘isness’) of the site to achieve a ‘becoming’ that begins to imagine
other notions of time aside from chronological time. Time as Aion of unending and
infinite becoming is perhaps the ultimate goal. This model is repeated in various ways.
We can see how making the invisible forces of Nature visible ‘reveals’ the animation
of spirit. This is evident in the many techno wind sculptures of Ned Kahn, who
harnesses wind to create both energy and a moving surface of buildings.

This paradigm has the added feature of moving out of the institution, be it the
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Temple, the Museum and Gallery into the public domain. Social activism forms an
integral component of these eco-projects since they require large sums of money, the
support of the public that uses the sites, certainly all the state, municipal or national
agencies that crisscross in terms of defining the boundaries of the site, and what
is permissible or not. Usually the harnessing of corporations is required to assure
‘green commitment’ and enable these corporations to profile themselves as ‘good
citizens.” When it comes to many such projects, Left and Right as political tensions
are overcome. This is certainly the strategy of Jenny Sacks, who worked with Joseph
Beuy’s notion of ‘social sculpture’ where there is an attempt to give every stakeholder
an equal democratic footing in the environmental project undertaken a la Jiirgen
Habermas’s communicative competences (which doesn’t always work). Sacks is very
much involved with shamanistic healing, in the foot-steps of Beuys following the
motto, “There is only one field of transformation. No-one is outside.” Coming from
the same generation, whose activist work reaches back into the early 70s, are the well-
known projects initiated by the husband and wife team of Helen Mayer Harrison
and Newton Harrison. In the U.S. context they might be identified as the royalty of
environmental activism who emphasize sustainability having received medals from
several European leaders for their restorative work. They have been invited to Taiwan
to possibly cleanup the Xindian and Tamsui rivers.

The variety of eco-artists where reclamation and sustainability become the key
descriptors is rather astounding (see greenmuseum.org). There is no shortage here
of artists, especially those involved with water and rain systems, trees, and ocean
beaches. For example the work of Alan Sonfirst has been involved in eco-art over
40 years. One example is his Birth by Spear, an environmental sculpture where he
claims it forms a sustainable connection between mythology and the modern day.
Betsy Damon is well-known as the “Keeper of the Water” through her water projects.
Another obvious example is Maya Lin’s “What is Missing,” which makes visitors
become aware of the disappearance of various species, especially birds. Perhaps the

most sophisticated approach to this paradigm of sustainability is the NYU associate
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professor Natalie Jeremijenko whose designs with natural systems are one step ahead
of others when it comes to the employment of complexity theory.1 ' One of her most
radical ideas is her Environmental Health Clinic (or xClinic). She sets up this clinic
in various major cities of the world where the relationship between personal lifestyles
and environmental concerns is explored by way of “impatients,” “who seek to make
changes through personal consultations and commitments. Through these clinics
she sets about encouraging environmental activists to document projects that they
have initiated, and to share these with others around the globe. But, it is projects like
Mel Chin’s ‘Operational Paydirt’ that are of most benefit and interesting. An eco-
conceptual artist, Chin found a way to raise money so that lead could be extracted
from the soil that is blood-poising the population in New Orleans. Lead was in the
soil already, however Hurricane Katrina increased the dosage to intolerable amounts.
The project consists of 3 million school children around the country making ‘funred
dollar’ bills, which will then be collected from all over the US, and then exchanged for

services by approaching the Senate in Washington, DC.
Worries Surrounding the Dominant Eco-movement in Spirituality

The above developments have certain Buddhist overtones such as ‘mindful
awareness’, pervaded by an ecopsychology that calls out for a wholeness and health
through spiritual self-expression. Added to this is the ecofeminist gendering of
mother Earth with its inspirational roots in Heideggerian (1971) notion of ‘dwelling’
and being-in-the-world. Here is were spiritual transcendence and immanence begin
to come together and then part as both trajectories take Heidegger as a source of
inspiration for so-called ‘embodied’ spirituality.

In general then, I take this to be the dominant position in artjeducation. It

"' Her TED lecture is quite extraordinary in this regard. See http://www.youtube.com/
watch?v=3GBrJiSMFu0

'* This is a English pun on the world ‘patient.” The impatients are too ‘impatient’ to wait for traditional
legislative change and are willing to address the environmental problems immediately.
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understands spiritualism or life on human terms: life on the basis of the living and
the lived in symbiosis with Nature. Bodies and living systems can be surveyed to see
what forces will maintain their relative stability and self-maintenance, which is the
sustainability argument. Environmental reclamation art projects serve such a purpose.
Most worrying for me is that these developments are informed by a particular notion of
beauty, which enfolds the sublimity of Nature, its threat is contained as wonderment.
The aesthetic of Beauty now has the danger of doing two things: first, it does indeed
improve the way things are, especially by well-thought through projects that bring
together art, science, and engineering such as those of Natalie Jeremijenko. Second,
where the problem begins to emerge is often such beauty is caught by a universal
harmony that masks over both human and ‘natural’ destruction. Many projects do
recognize that it is precisely human intervention, which is the root of the ecological
problems of the site. This is why projects such as Mel Chin’s begin to recognize the
nonhuman or daemonic side of Nature, like the agency of the poisonous mineral: lead.
Many artists such as Fritz Haeg wish the term ‘sustainable’ to be dropped from the
discourses of ecological art.

The prevalent logic of these sustainable and reclaiming eco-projects is what
Foucault (2002, 357) referred to as bio-politics, whereby some general ground is
posited as the logic of economic living; this logic is then used as a rationale for an
ethics and politics with no other foundation other than that of ‘Man’ as a self-creating
and self-managing animal. Against the moral code of Axial religions (Christianity,
Hinduism, Islam, Judaism) were there is a positive conception of good and bad, the
shift is to an ethics where there is no privileging of this or that set of norms, or this or
that mode of life. Rather, a general scheme of reflection emerges whereby ‘Man” is
nothing other than a turning back on his own being through an act of self-reflection.
The tensions between secular spirituality and religious spirituality are characteristic
of this tension in postmodernity. From a left-wing perspective the proposal by Hardt
and Negri (2001) in Empire presents a rethinking of capitalist biopolitics onto another

global organization with a different ethico-political agenda. What must be understood
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is that their notion of immanent spirituality remains thoroughly human. They quote
Bovillus in this regard: “The one who was by nature merely human [homo] becomes,
through the rich contribution of art, doubly human, that is, homohomo.” (72) So,
even the most radical thinking remains attached entirely to the human in the name of
Deleuze|Guattari.

My worry with this particular spiritual trajectory in artjeducation can only be
briefly developed. My major concern will be revealed latter. The separation between
religious and secular spiritualism cannot be maintained. In the West, especially in the
United States, the separation of church and state has ironically not led to secularization
but on the contrary to a ‘sacralization’ of life through diffuse religious beliefs. In the
East, spiritualization cannot be divorced from the pervasive animism of Taoist, Zen
and Buddhist beliefs. In the Middle East, the same can be said of Islam and Judaism
with artleducators maintaining their religious fervor within the confines of their belief
systems. There is no separate realm of art from these transcendental belief systems.
The geopolitics along these spiritualist|religious lines between East and West simply
remain steadfast, each supporting their own systems of religious belief. " There is no
‘thinking’ involved when it comes to belief. There is a further worry that the turn to

the elevation of indigenous art by advocates of holism simply repeat another version

¥ As a number of sociologists (Thomas Luckman, Karl Dobbelare, Theodore Caplow) have pointed out,
there is a multiplicity of ‘individual spiritualisms’ available variously called: ‘bricolage religion,’
‘private religion,” ‘invisible religion,” and ‘diffuse religion.’

" The Judaic tradition is best represented by Mel Alexenberg’s The Future of Art in a Digital Age: From
Hellenistic to Hebraic Consciousness (2011). Islamic position is developed for example by Mahmoud
El-Bassiouny (1992) who has an award named after him at INSEA.

12



W5 2 il w3 55 £ 20126 7/

of the ‘noble savage’ in its postmodern phase,15 with the added danger that holistic
organic spiritualism is another repeat of post-Romanticism where technology is
the root of evil, often seen as patriarchal within certain feminist circles. An ironical
example is presented on Second Life (see Mary Stokrocki in this journal) where the
question of what is ‘authentic’ identity emerges regarding indigenous peoples, who
contest one another as to what is and isn’t considered stereotypical, or what is or isn’t
permissible when it comes to ‘ancestral’ ceremonies and sacred rituals. Perhaps even
more ironically, since Second Life functions and toils under a capitalist economy (one
has to ‘pay’ for land and so on) is that indigenous peoples develop a purely artificial
(digitalized) environment that they call ‘Nature,” complete with artificial bird songs
and animal sounds and the like. This is a good example where ideological fantasy
blurs any distinction between material reality and artificial constructed reality. Being
online in Second Life is as much a stimulus and claim to an ‘authentic’ experience as it
is ‘actually’ being in ‘Nature’ itself.

Above all, the danger of an ecological anthropomorphism, which identifies
humans and Nature as two separate but interlocked realms as embodied through
notions of the environment, fails to recognize an elementary psychological insight:
“Nature does not exist.” Nature as the open space of radical Otherness and alterity
is always subject to ideological investment. The utopian and idealist projections of
organic holism not only downplay the destructive aspects of creativity by both ‘man’
and ‘Nature,” but elevate and sentimentalize it into a form of Nature-porn like in the

landscapes of the Sierra Club. In brief, the image of Nature (Spirituality) as a balanced

" Artists in the past are continually drawn on to show their spiritual interests in what was once
pejoratively called ‘primitivism.’ It should be noted that artists like Paul Gauguin who ‘went’ Native,
contrary to popular belief, never learnt much if anything of the Tahitian culture. He never spoke the
Polynesian language, the customs he wrote were plagiarized from previous accounts; his very survival
depended on the generosity of the vahinis he so idealized. Going Native was a fagade (Solomon-
Godeau, 1989). This can be said of revered artists like Emily Carr as well, whose truth concerting her
relationship of identification with First Nation peoples of the West coast lies somewhere between a
narcissistic white colonizer on the one hand and being forgiven for her naiveté on the other. This is
what I refer to as ‘postracism’. (jagodzinski 1999)
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networked circuit is not anything more than a retroactive projection of ‘man.” And,
here is the lesson of the recent theories of chaos: ‘Nature’ is in itself turbulent and
imbalanced. Perhaps it is more alienation that is required rather than less to recognize
that this embracement of spirituality as life is misdirected in terms of what is
happening to the Earth. An alternative path should be taken, but such a path, as I will

argue, is a minoritarian one.

Passive Vitalism: Minoritarian Line of Flight

What is the alternative path, the second form of vitalism? It offers a different
image of ecological thought than the dominant post-Romantic vision with its
determining holistic organicism. It has many of the concerns of humanist path, but
recasts them within a geophilosophy that recognizes the complexity of inorganic
matter as imbued with a passive vitalism or spirit which opens up more of the sublime
and destructive, that is ‘wild’ aspects of creative life, since it is this very contingency
we are unable to control. The monstrosity of both humans and Nature is recognized.
[ am reminded of eco-bio-artist Brandon Ballengée finding deformed frogs in the
swamps throughout Britain. Such an understanding of vitalism (spirit) does not affirm
some force that animates otherwise inert matter, or an inner principle that directs
matter. Rather, it points to the singularity of a situation where forces encounter other
forces to actualize an event. It is always ‘a’ life that has a fragile, contingent and
singular existence. Further this singularity, we can call it ‘soul,” is inhuman, a vitality
that cannot be fully understood. This is not ‘life’ as a mystical and unifying principal
as hegemonically presented today in so much eco-art. The theory I will be drawing
on is developed by the schizoanlaysis and ecosophy of Deleuze|Guattari (1989) and
Guattari (2008), to a lesser degree on the performativity of matter by Karan Barad
(2007), and more on the force of ‘things’ as developed by Jane Bennett (2010) and the
object-orientated ontology theory, as developed by Timothy Morton’s (2009, 2010)
writings on dark matter and Levi Bryant’s Democracy of the Object (2011). While
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these theories are difficult, in this essay an attempt will be made to drawn on the most
salient aspects to argue the importance of this direction for artjeducation. First and
foremost the passive vitalism of life (it is passive in the sense that spirit or life ‘exists’
freely) is extended to both nonorganic matter and to inorganic matter, that is, to the
animation of complex Artificial Intelligence, which appear to be ‘alive.’” There are eco-
artists who are much more technologically orientated than most. A good example is
Andrea Polli, who tries to visualize the forces of nature through scientific data. What
1s significant is her electronic displays of scientific data, which indicate the quality of
air or the quality of water. In such works as ‘The Ground truth Series,” she gave shape
and form to wind, temperature, and pressure of the weather through the sonification
(sound) and the visualization of data. The data flows indicate and translate the ‘heath’
of the site.

The dismissal of synthetic life, that is, silicon as opposed to carbon; the
injunctions to manipulate DNA to create new strains through stem cell research;
and injunctions to implant microprocessors into living organisms, comes most often
from a religious population who believe that Nature (or God, or the Great Spirit, or
Allah, or some big Other) has created the best of possible worlds and thus guarantees
the Meaning of Life. This idealization continues to persist within the religions of
the World. The Catholic Church of late has now a new set of 7 deadly since of the
postmodern age that include genetic manipulation, pollution, participation in morally
debatable experiments (such as stem cell research), and amassing wealth. China,
which has no such injunctions, is going full head in steam on all those counts.

Nonorganic and inorganic vitalisms are radically inhuman forces. They ‘exist’
outside our controlled life-world. This is a ‘queer’ vitalism that cannot be sexed
or gendered. Such passive vitalism as inhuman life is ‘free,” pure and ‘formless.’
This is the spirit or energy of zoé as opposed to bios that already has a ‘form’ and
is actualized or institutionalized. In the geophilosophy of Deleuze|Guattari this
distinction is between the virtual and the actual which are both ‘real’ dimensions of

matter. Virtuality is a transcendent dimension of life (as zo€) where the multiplicity
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of potentials exist as to what can and will be actualized (formed) with it in the ‘real’
world as we know it. We have no firm understanding of zo€ (the virtual transcendent
realm). There is no ‘ground’ to stand on, in this sense. The science of chaos and
complexity attempts to work with probabilities, attractors, dissipative structures and
so on, but the bottom line, such science will always lack any full grasp. Nature as zoég,
always tinkers and improvises with immense losses and catastrophes that accompany
every limited success. 90% of the human genome is so called ‘junk DNA,’ a sort of
virtual potential with no clear function. Our existence is utterly contingent. There is
no evolution, but involution where there are broken equilibriums and catastrophes. At
various points in the past, life on this planet could have taken another direction.
Zoé|bios, like virtual|actual, are not dualisms but are folded into one another
in complex ways; as such they form a different logic from what we commonly
understand as being dualist which distinguishes nature vs. culture, technology vs.
biology, natural vs. artificial. Inside|outside are process terms that take place in another
time dimension—which Deleuze calls Aion as opposed to chronos. Time as Aion refers
to infinite time, or cosmological time, which many eco-artists have come to recognize.
In distinction, chronos refers to quantifiably measured time. This is time that can have
an economical value in terms of capital expenditures placed on it. The value clash
between these two notions of time also differentiates the various artistic environmental
projects. I will not go further into the complexities of these theories, but to state that
their radical statement is presented by Deleuze|Guattari (1983) in the following way:
“There is no such thing as either man or nature now, only a process that produces the
one within the other and couples the machines together ““ (2). What distinguishes their
geophilosophy from the complexity theory of such biologists as Humberto Maturana
and Francisco Valera who stress the body, or from Burno Latour’s (2005) well-known
actor network theory (ANT), is that desire in its affirmative state is forwarded. This
is a becoming, not just for the sake of becoming, which is a neoliberalist attitude that
confirms the idea of self-expression, but becoming Other that is different and distinct.

What is perhaps the most difficult aspect to grasp is that their position does not support
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a life force or spirit that infuses into inert matter as an active vitalism. Theirs is a
passive vitalism where there are only differential forces in the virtual realm of quanta,
each with its own quantity, that come together to form matter. The human organism is
the consequence of a large number of these ‘differential’ relations—from the relations
among proteins to the synthesizing potential of genetic codes, which in turn synthesize
into organs. There is no matter in-itself; matter is a multitude of creative forces
existing in difference. This radically decenters a humanist perspective. There is no
transcendental force that synthesizes the material and physical field, and organizes it
into a world in terms of time and space}6 While this nonhuman dimension (nonorganic
and inorganic) is an actant (agent) in the assemblages that are formed (actualized),
desire plays a crucial role, and this is crucial when it comes to the psychoanalytical
dimension of this alternative or minoritarian dimension of passive vitalism, which has
to be intertwined with the molar or dominant direction that is already in place.

From this emerges the further radical statement that “art is an abstract machine.”
Art materializes the forces of Nature in blocs of sensations through diagrams that
are felt as affects at the neuronal level. It is sensation over meaning. But this is
quite contrary to the contemporary neuroscience’s appeal to art as a form of creative
cognition where the beauty of form offers the satisfaction of completion; while the art
of the sublime enables the immersion of the self into the immensity of Nature so that
not ‘too’ much terror is felt. We can then assure ourselves of our formative powers
of synthesis. Much of ecological art confirms the first vitalist impulse: it returns us to
the genesis of the world, which appears synthezised, conceptualized and formed. The
world we can claim in wonderment. Through artistic reflection it becomes ‘our’ world,
completed by a self-forming creative subject. In this view art discloses the world;

through art we can see the way categories contaminate what we see, so that we see the

' Deleuze and Guattari follow the ‘monadology’ of Leibniz where each monad (substance) unfolds its
own relation to the whole from its own point of view. The ‘world’ is composed of an infinity of other
monads; the resulting harmony is closer to contrapuntal music score as each monad is an expression
of the whole of which it is an essential component. What you have is a moving, fluid, open unending
‘whole.’
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object anew. This is the vitalist phenomenological attitude that overcomes Cartesian
intellectualism to show how the world can be experienced affectively, non-cognitively
and metaphorically, an autopoetic art as forwarded by Maurice Merleau-Ponty and
others. This is where ‘health’ is theorized as a way to the self’s organization through
narrative production of the world as being meaningful. What wrong with this?

At this point I should like to say something about the brain since cognitive
theories of artjeducation have begun to explore the complexities of perception. The
complexity of brain studies supports the vitalism of the humanistic synthesis; it is
a turn to naturalism in philosophy, to bodies and affect in theory, to the embodied,
emotional and extended mind in neuroscience such as those developed by Humberto
Maturana and Francisco Valera. These positions study the forces from the body and its
world where ‘life’ (spirit) is understood in its traditionalist vitalist sense as orientated
to survival, self-maintenance, equilibrium, homeostasis and autopoesis. Studies of
the brain are well underway to understand how the brain serves the capacities of the
bodily organism and the world it perceives. There are now plenty of studies, most
notably by V.S. Ramachandran (1999)17at the Center for Brain and Cognition, UC San
Diego, on synaethesia that are not at all reductive—art does not simply serve a picture
of the world, while the cognitive development that art serves is not reduced simply
to the gathering of data. Unquestionably art, with its uses of metaphor, narrative,
perceptual intensification and pattern recognition, are ways of making sense of the
world. Art is able to engage our emotions, sympathies, facial and special recognition
capacities. These attributes enable us to ‘live’ in the world beyond everyday speech
and action. Art is exemplary for displaying the brain’s activities in giving and forming
a world. Science has now finally given ‘art’ its due, so to speak. Neurological studies
concerning art wed science and engineering " to explore a shared life-world as the

affective and emotional ground of all experience that intertwines human knowledge

' See the special Journal of Consciousness Studies Vol. 7, 8-9 (2000) devoted to art.

'® This is the so-called STEAM initiation (science, technology, engineering, art and mathematics).
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with a world of purpose and interconnective life. This Global brain parallels
Lovelock’s Gaia hypothesis. This, however has nothing to do as to how we ‘think.’
Neurostudies of the brain that link art and life become caught up with commonsense
and reaffirmation of the lived world as it ‘is.” This ‘ecology ‘of the brain is not enough.
The ‘brain is a screen’ says Deleuze (see Flaxman, 2000), which becomes more of an
open ended question that neurology by itself cannot solve. While the brain is certainly
extended through bodily prosthetics and techne, as a mind that is symbiotic with
techne that is enhancing, this position also falls into a vitalism. It fails to acknowledge
the way consciousness is already alienated from itself—the very structure of mind has
an inhuman aspect about it—the unconscious of the drives, the viral forces that are
not always controllable despite the extended technical system. To change our relation
to ‘Nature’ is to recognize both our inhumanness and the inhumanness of Nature as
well. Artleducation pedagogy would have to minimally recognize the unconscious as a
Greek daimon, the order of desire that is never fully understood since it is unconscious.

As a field, we are a long way from that perspective. Cognition is the dominant mode.
The Anthropocene

So I now come to a point where I am able to lodge my major complaint against
any forms of humanist holism, and even to those positions that center themselves on
sustainability, as sophisticated as they seem. Environmentalists and ecopsychological
writings of the Jungian19 sort often emphasize the problem of human beings ‘alienated’
from the ‘life world’ of nature (especially animals), and how this leads to the hubris
of ‘techno-scientific-rationality,” so we need to re-connect with Nature and appreciate
and cherish it. It is this form of aesthetic beauty that remains hegemonic, especially
in schools where there is a tendency to play on the ‘up’ side of Nature. It is perhaps

time that this is done away with? We live in a time of what some anthropologists have

¥ A good example is the Jungian journal Spring that deals with the broad aspects for instance of animal
consciousness.
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called the Anthropocene, a moment in history where humans as a species have enough
impact to change global conditions, namely climate change. As a geological period of
Earth history, it was inaugurated by the deposit of a thin layer of radioactive materials
on the Earth's crust in 1945 from nuclear testing and explosions of the hydrogen
bombs of Hiroshima and Nagasaki. The escalation of population growth, consumption
of resources, carbon gas emissions and the mass extinction of species will eventually
lead to our demise. The conceit of our species is that we cannot envision our death.
The Gaia hypotheses, which presents a sort of hyper-organicism of wonderment
(like the planet featured in Avatar), where its ‘mesh’ or ‘network’ sustains our global
environment, also reveals the very tension between passive and active spiritualism that
I have been discussing. The creation of an environment that is being created, which
will be indifferent to ‘man,’ reveals the monstrosity of hyper-objects like climate
change. It reveals the ‘outside’ that exists as nonhuman, ‘spirit’ that does what it
wants despite us. We are simply another species on the planet Earth whose survival
depends on certain environmental parameters. Humankind is forced to think of itself
as a species where it has become more and more obvious that we have always been
a species that is shaped by our prosthetic techne. The way we collectively constitute
and are responsible for ourselves—the mode of our survival has become visible.
This question is greater than global capitalism since there are no lifeboats for the
rich and the privileged: like the drought in Australia or the forest fires that have burnt
down wealthy neighborhoods in the state of California. So-called human freedom
is only possible against the background of such environmental parameters of life on
earth (temperature, sufficient water, energy supply, air composition). What is now so
worrisome is that Nature and human history have come together to the point where
we confront the fate of our own global endeavors: the geological parameters of life on
earth and the socio-economic dynamic of human development driven by capitalism
has come to a spearhead. While the Earth has always adapted to human intervention,
the geo-sphere has not yet become poisonous to the extent that large numbers of

people cannot breath; we are simply slowly choking to death through various lung
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diseases such as asthma. The smog alerts do nothing.

What is most troubling is that the ecological crisis is being turned into a new field
of capitalist investment and competition. Capitalism profits on disaster (Klein, 2008).
New schemas are already in place to take advantage of oil reserves in the Arctic and
Antarctic as the snow melts away. It ought be understood that globalized capitalism
needs to destroy the environment so as to continue its creative functioning. This has
always been the case, and today’s environmental crisis is not any different. There is
no escape from the commodification of Nature. Deleuze and Guattari (1989) call for
a schizoanlaysis of such a situation, an art of delirium to confront such madness: to
fight ‘madness with madness,’ so to speak. In this regard, Joon-Hwan Jang’s amazing
film, Save the Green Planet (2003) seems to suggest that it is too late. As a species we
have always managed crisis a posteriori rather than a priori. Although I do not want
to sound apocalyptical, it does seem that with this impending crisis of climate change
there will be no a posteriori crisis management. The fate of the Earth is/has already
been sealed. Can anything be done, especially in art|education?

The whole as contained by its parts, in this second ecological development,
suggests that there is always potential in the virtual that can offer new actualizations;
one has really no choice but to try new actualizations that recognize the passive
inhuman aspects of vitalism. We should move away from art that simply considers
beauty, which allows a subject to recognize his or her world-forming subjective
powers, and from utopian possibilities as to how things might be, that is, life
(spirituality) as radically ‘other’ than what it is: the promises of gurus, religious
leaders and secluded ‘green’ communities like Eselan, Naropa, and Omega. Passive
vitalism means recognizing the ‘daemonic’ side of spirituality that should not be
cast in some form of religious moralism. Putting a value on Nature as ‘daemonic’
already casts humanist judgment on the inhuman side of its functioning, whereas
we need to understand its monstrous or mutant side (its turbulence) as forming the
involution|evolution of becoming itself.

At this historical moment, artjeducations should not be an invitation simply
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as a ‘shock’ of the new, nor should art be caught up with constant critique, which
gets us nowhere. We need an ecological art that is involved in the ‘shock’ of what is
already there, present and in one's face. What this requires is a shift to think of waste
and detritus (shit) more positively. To see waste, debris, refuse and spent goods as
unactualized potentials—to see art objects as separate from the lived (anthropocentric
vitalism) so that we can also confront their monstrosity. It is to display the human
forces of production that remain invisible to us. This intensifies life’s incapacity to be
understood—to generate what might be termed hyper-objects where the distance to the
sublime is collapsed. The object becomes a Thing, like the obelisk in Kubrick’s film
2001 Space Odyssey. Such an object is inhuman and untouchable and non-relational.
It stands out from any easy incorporation into an organicism, remaining monstrous
and non-categorical. This is an arteducation that doesn’t yield to common sense, but
worries commonsense. The question becomes: how do you work with that which is
outside the common frame? A passive vitalism places relations as being extrinsic; its
category is open depending on the assemblage it finds itself in. In this sense, because
of the conditions of the Anthropocene, we need more alienation rather than less to
worry us. Art becomes an assemblage of waste; encounters between bodies and junk
—waste and junk are devoid of proper vitalist relations. In this way art holds within
itself a critique of aesthetic consumption. The singularity of waste becomes the
singularity as difference in itself. What is beauty as violently encountered waste?—
nonproductive matter.

In the broadest of sense there needs to be a formative shift in ecological art from
its placelsite specificity, the notions of ‘land restoration’ and ‘land reclamation,’20
to the elemental level of the Earth: air, water, sky, wind, weather like tornadoes,
hurricanes, growth, decay, and mists that are impossible to represent, since ‘life’ is

impossible to represent: it is inhuman—disordered and ‘wild.” The human relationship

* T am not suggesting such projects ‘stop.” However, the chronological time suggests that climate
change will out pass these sustainable initiatives, so the urgency of awareness overrides these
commendable initiatives.
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to the Earth is enigmatic. It cannot be known and it is irreducibly elemental. Passive
vitalism is therefore the Earth as an essential terrain that orientates all perception and
sensation. It is our limit, our inhuman partner. This art establishes an awareness of
our ecological condition in relation to such inhumaness, as well as our inability to
control natural life; the parameters of the human ’world’ need to be drawn in such art
in relation to the earth’s inhuman spirituality. What becomes crucial in such art is to
show the point of contact between the body and the Earth, rather than masking human
presence or neutralizing human dominance, or even working with it. Richard Long
is a good example here. The trace of his walk registers the latitude—the speeds and
slowness (intensity) and longitude (extensity in terms of affect, potentiality, power)
of his body within a haeccity (a ‘thisness’) of what were changing sounds, smells,
light and weather conditions. While he certainly makes sensitive statements, perhaps
the time of such art has passed? ! Spectatorship is absent, whereas spectatorship has
to be affected to shock us as to what is going on in terms of global disaster. Such art
points to the inhuman Real of life as zo€. It is the failure of the image and failure of
the symbolism of language to capture the fullness of sensation when the body comes in
contact with the Earth.” Art in this sense ‘actualizes’ a performative event that took

place. (Performance art was a predecessor of Land art.) The event therefore shapes

! In this sense it is like the ‘readymade’ that Deleuze and Guattari refer to in Thousand Plateaus
(1989, 349), but this is not the readymade of Marcel Duchamp but the readymade of a humble bird
that builds its territory from the surrounding environment. Art and ‘Nature’ are no longer so easily
distinguishable. Richard Long might be identified with ‘becoming animal’ as Deleuze|Guattari
define it in Thousand Plateaus (1987). Animals also mark their paths to watering holes and food
sites. Richard Long avoids the fantasy of landscapes that are perceived as being pristine and wild,
untouched by humans, and those landscapes that simply colonize territory. He seems to thread a path
between these two positions. Richard Long works with the time of Aion rather than Chronos; Aion
being, once again, infinite time, a time of an act that is registered here as a trace on the landscape,
which will eventually by grown over, destroyed, wiped away with time. The documentation is an
actualization of the virtual multiplicity, the potentiality that exists for Richard Long on his walks as
he leaves a bodily trace as an affirmation of human presence.

2 Earth here refers to materiality but such materiality need not be ‘solid.” At the quantum levels,
materiality begins to lose its meaning. We do not know what ‘Earth’ is. Earth is not equal to Planet. It
is fundamentally enigmatic.
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the problematic to make the Earth visible and recognize its inhuman resistance to
representation.

The art of the second path, of passive vitalism, recognizes the failure of
representation, both visual and textual representation, to expose the Real of Nature,
that is its inhuman side. A multiplicity of virtual elements always escapes the
parameters or frame of the artwork. Earth art is a loss of site that is concomitant with
the loss of sight that accompanies the sensual contact with the haecceity of elements.
By taking spirituality as inhuman we move into an ethics that struggles, following
Deleuze, with difference as difference. The actualization of the virtual potentials
of the elemental inhuman aspects of Nature are presented as a withdrawal from
representation to expose the fundamental differentiation between human life world
and the Earth; thus the assemblage that is called on is radically non-holistic and non-
unifiable. The assemblage of elements place the artwork at a threshold at which the
actualized elements exceed the limits of perception. This is like Steven Siegel placing
sculptures of found beach shoes on beaches to startle tourists. The contact is between
two surfaces in what Deleuze and Guattari call a disjunctive synthesis, each element
holds their own as difference, yet a becoming takes place that is metamorphical rather
metaphorical, which simply substitutes one term for another by way of analogy. There
is an exchange by the rubbing of surfaces, the contact being an open and receptive

mode of touching.
‘Daemonic’ vitalism

It is difficult to change people’s habits toward the environment, and it is even
more difficult to come to terms with the Anthropocene. The ‘soul’ in this particular
paradigm is the unconscious shaped by the Real “of unknowing; that is, by trauma

and memory when the artist|spectator|participant is positioned outside the comfortable

* Real refers to the psychic realm beyond the imaginary and language. Its roots come from the
psychoanalytic theories of Jacques Lacan.
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zone of a synthetic frame of perception. How does the force of an artwork enable
participants to ‘think’ and ‘learn’ in ways that begin to affect their nerves when it
comes to climate change? A well-known artist who attempts to do this is Mark Dion.
He entwines art to science, technology, and engineering in such a way that exposes
Earth’s elemental monstrous complexity. The public is confronted by a thought
experiment and forced to ‘think.” One of his best-known installations is entitled
Neukom Vivarium. This is a giant hemlock tree that lies ‘entombed’ in an 80-foot long
greenhouse built in the Olympic Sculpture Park in Seattle. The tree had fallen over
a ravine in a protected watershed area not far from the city. Dion recovered the tree,
and had it shipped to this conservatory-lab-gallery space (forming a new assemblage
between laboratory-art gallery-and installation space) where he attempted to replicate
the conditions of the old-growth forest from where it was found. An elaborate
engineered system of lights, water sprinklers, drains placed in a soil bed made of
humus and leaf litter, support, what is a dead tree, yet its decomposition hosts animal
and insect species, vegetal growth, bacteria, single-cell organisms, and so on.

Mark Dion’s elaborate installation—a cross between art, science, engineering,
computer, and text messages—is an example of a heterogeneous assemblage where
each part has contributed to an open w(hole) that is constantly changing. Yet another
part might be added to this assemblage at any given time. It is an installation that
literally deconstructs the holism of organicism. On the surface it looks like the
‘whole’ installation supports the network balance of growth and decay, but it affirms
the destructive (or deterritorialized) side of Nature. It’s the dead tree that supports
diversity, like at the Chernobyl site where the radioactive contamination now supports
a new biodiversity of life that no one can enter without becoming irradiated and ill. It
has become an inhuman compound. The tree itself has been violently removed from
its site and relocated in a space that keeps it on ‘life support,” so to speak, only through
the artificiality of technology, which reproduces the ‘natural’ environment. Such a
monstrous daemonic form is necessary in contemporary art to alert the public of the

Earth’s condition. Without the scientific expertise, labor power, much money, and
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advanced engineering, the oak’s existence would be ‘doubly’ dead. It is as artificial
as it is supposed to be natural, a disjunctive synthesis between ‘machine’ and ‘nature.’
Ecology, as Dion’s installations shows, cannot be divorced from inorganic life, that is,
the technology and industry that are at work on material on Earth. If the Earth is the
virtual potential ‘ground’ that enables human life to flourish, then ‘world’ is how we
mediate that Earth through the technologies that change its surface—which is the Land
that ‘rests’ in between. Mark Dion is perfectly aware of the forces of production in our
culturelnature. Dion’s does many archaelogical-type of installations to show how it is
that we categorize things. He is more interested in “living history” as “dead history” so
that we can rethink the past and keep the future open. Dion is quite aware of the “visual
culture of Nature,’ * and tries to actively intervene in it.

Let me illustrate with another example of what I mean by the necessity of a
‘daemonic aesthetic’ at this historical juncture—the art of Chris Jordon, also from the
Seattle area like Dion. What makes Jordon’ s work so forcefully effective is the simple
use of reproductive technologies that do two things when it comes to making us aware
of what a consumer society is all about: first, it brings the waste of overconsumption
and production by designer capitalism up close and personal to a point where scale
begins to overwhelm the mind: this brings on the potential of ‘thinking.” Second,
the ‘digital’ trickery of reproducing an image endlessly enables a sublime number
to appear at infinite speed, and it is precisely being overwhelmed by the immensity
of the Thing as waste that can do away the frame of consumption. Here is where
representation no longer becomes possible, and non-representation as a thought
without image might take place. Jordon puts the viewer in the place of the imagination
that cannot grasp the scale of what is being said; there are, of course no guarantees
that the impact of his work will register on his viewers. One has to view the art to
make what I have said impact on the mind | body, but it has been his genius to make

visible the invisible production of designer capitalist forces of product generation—the

* The idea being that there is a vast realm of images that represent the ‘natural world” in popular
culture, fine arts and advertising.
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irresponsibility of the so-called ‘throw-away society’ cannot be escaped.

This ‘daemonic aesthetic’ of passive vitalism comes in many forms. Take the
eco-art of Christy Rupp whose installation “Dead or Alive” presents sculptures of
birds that have gone extinct due to habitat changes: all these birds had been previously
consumed by humans. Her sculptures are made of chicken bones from chickens that
were produced very rapidly in the industrial food chain industry (they take 5 weeks to
grow from egg to being eaten in some restaurant). The sculptures stand as museum-
like specimens that have a monstrous beauty about them. Daemonic aesthetic need not
take these monstrous forms. Eve Andree Laramee’s project “Slouching Towards Yucca
Mountains” is an attempt to bring popular culture as a western wild west narrative
to explore the legacy of the cold war nuclear testing sites in the desert where the
radioactivity has continued to cause health and environmental problems. “Slouching
Towards Yucca Mountains” is a video that explores the issues and ironies around the
problem of radioactive waste through a cast of 19 fictional characters who explore the
post-atomic age in the American West.

It is perhaps appropriate to close this essay by referring to the humorous yet
serious attempt at daemonic aesthetic by the Yes Men’s project called “Survivaball,”
which quotes the time when school children and adults were told to hide under a desk
should a nuclear attack happen in the 1960s. Survivaball is much the same spoof when
it comes to climate change of global warming. The best corporate engineers have
designed a survivor suit that is self-powered and self-cooling, self-heating and self-
hydrating. The survivor suit is a total recycling emergency life sustaining devise to
protect you and your family from impending future calamities. It protects you from the
ice age, hurricanes, rising sea levels, droughts. Survivaball will ensure the continuity of

generations to come. Get one NOW before it's too late!
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The Spirituality of Avant-garde: On Dadaism-
Marcel Duchamp in Particular

Chang-chun Li*
Abstract

The viewpoint of Greenberg emphasizing formalism in interpreting modern art
is a rather narrow perspective of linear Progressivism, which ignores and even distorts
the reality of modern art. The author asserts that “modern art” does not literally mean
formalism. In fact, at the beginning of the twenty-first century the pioneers of the
abstract painting, as many of the avant-garde artists, are not just concerned with the
arrangement of shapes and colors like formalism. Many of them are believers of the
occult Theosophy. During the First World War, Duchamp, Picabia, Schwitters, and Arp
conveyed and spread the Oriental wisdom to the West. The Dada artists in Zurich kept
some connection with the Eastern thoughts. It was Duchamp that played a crucial role
in the integral relationship between Dadaism and Eastern spirituality. Engrossed in
mysticism, Duchamp is not only an innovator of Modern style, but also closely related
to the belief of Buddhism and Avalokiteshvara, or Kuan-yin -- the goddess of mercy.
This can be illustrated and proved by Duchamp’s art works and the related evidences.
Only if rejecting the dogma of formalism, can we find the high level of spirituality in
art, inspiring our re-thinking of the meaning of art and life.

Key words:Modernism, modern art, spirituality, Duchamp, Eastern thoughts

*Professor Emeritus, Department of Art, National Changhua University of Eduation.
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R o i H AN HHG E AR A 2 5K 50 75 4% B 2K (Alfred Stieglitz)f
M291FER ) i - [AIRFHI (& A) (The Blind Man) 358 K & (4 -

RSP THRANE 7T —REHZIL » iy — (2 R (R i EEC
B B RE 2 K - R E IS RS H AR a8 s A R 1Y
TRZe A ~ BB ZZ ARUERE HE #2853 A8 B Louis Nortonth B 7 — KIS »
e X B RE S S E M T B BRI R gL » RimE R
Ny M S E AR RE fE R FE I MiEas 2 [ = R PEFE ) (Buddha of the
Bathroom) ! LA+ 3 A R $ 2 E 0 — SLSCRR B MIE I « Okt R—EE 0t 5
N $EEER A —1{E 2 I K Beatrice Wood|RI1E T » & 575548 B 24 5 7 f0H#:E
i/ Mg » FEFTROCHIRTEE L TR RIIIR - HIELR B T R aHRIVE K
it DGEEEEAGMEEETI AL (KE23) | BHE RO R Tl 5
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O AFEIE —E G0 DdE AR SR EHIE-ERZ e E R
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& IR S FAMAI TR o & 2l i S — RGBSR Sy A AR - A EMER
TR X FE M RF - BRI 52 2K VE B {H (Jonathan Fineberg){EHIFZE (17
{ERJTRMEY (The Strategy of Being)—2 R » BAEGHATHEE -

TR (REK) 73242240 A B AE & M de /o fr 69 32 48 3 B AT 4R %
AERBEIFDGELR > BAAHVGIRE o ML L Ef7Y
# L EARE PR RMET AR KB RGHRST o

MM S » A ERMICEE TR EZALINCERES » B & B8R
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H 7 AR L B - 7RIl B Hif 20 B0R 2 (B B Z s T R R 24l
Bl 2 iy 5 AH B PR o AR (] o 20l B b i R 2 A MR (i /5 T - SR
(2007a) R 1 2R A4 AR e e B b (R I RS o ASE - iy EL 284l m]
FoNG e e < PHA B AS MR (1 2 BB o SR » AR Mo (B (B AL & AT 290 8E
T e QIZHE T IS E RTINS < (A8 > BARERET R i Bl 2 N ECE
PRAHH G - LUK LIR TIREUCY 237185 ~ BB RERC R RiR st 2 B8 - R
AN[AIE ~ Hb 2 2R N AR 2 SR B - A SO EEET R I 2Rl fe Bl
NBE 2B 5 RIS A e 2 A28l 208 RIEEER - Mg E N$H

e~ Bqly ~ b~ ARRBLECRRIE < B AN ~ A BdE - RRIRE TEigRlE
(art as Tao, the Way) : EMiNEEIHLE 2B EH | 22YiBEHE » IEE

—EfE ML S ZNE © (—) BiiEE)(artistic activities) » () HE&HEE B

B E2EVEH) (conceptual learning and experiential learning activities) * LUK (=)
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Spirituality in Art and the Values of Spirituality-Oriented
Holistic Art Education

Feng-Jung Liu*
Abstract

The study of value issue in art and art education can be regarded as the basis for
dealing with the problems concerning art production and criticism as well as direction
of art education. In other words, clarifying the values of art and art education is crucial
to the solution of problems pertaining to art and art education. In the ultimate value of
art and spiritual development, the author(2007a)has illuminated that art not only serves
as a vehicle for spiritual development and ultimate value exploration, but also reveals
the ideal of sound spiritual development and the accomplishment of ultimate value.
However, to realize such value in current art education necessitates re-examining the
values for art education today, including exploring the theories about spirituality and
holistic education, and interpreting the meanings and values in art of various times
and places for life, from the perspectives of post-postmodern or beyond modern and
postmodern paradigms. This article is to deal with the features of spirituality and its
relationship with holistic education; and hence to interpret the values of spirituality
oriented holistic art education in terms of the capacity of art to enhance our awareness
of, reflection on, and improvement of self, art, culture, ecology, and their relationships;
and finally to propose a conception of art education, the idea of “art as Tao, the Way:
Art activity as pursuing and realizing Tao,” which includes a conceptual framework
with three dimensions: (a) artistic activities, (b) conceptual learning and experiential
learning activities, and (c) the enhancement of spirituality and life.

Keywords: the spirituality in art education, holistic art education, the value of art, the
spirituality in art

*Professor, Department of Visual Arts, College of Humanities and Arts, National Chiayi University,
Taiwan
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i rp R iR B R PRI ]
Ny B R Z (A

B A B A FEACE (8 - 22 (2007a) EEERTE/EE ~ 2~ 35 - &
ZAEEE )T 2 Y088 > s HAE R BARS L A 2l (8 (3wt < 8 A o [RIIFAE
Sl BB 2 (R b > JREEE 725 la B2 (S 18 e B A A (B (E BRE T < R 1 > HEK
iy T] B o i o 8 e oz B AR B A AR (B B 2 BB o B A M ({1 1 2l =5 B A B S
AR R A BLAEVE (living/life) ~ ZE@w (life) ~ K& (spirit/the spiritual) ~ &
#f (soul) ~ WAEEE (inner sound) ~ WTELIAME (inner necessity) ~ FlE
& (Tao) ~f# (Zen/Chan) ~ 8l (Buddha) ~ B¢ [7F (God) &AL I
1 o SR1M03E e B AN R SCACARAS & A8 ar i e B RS M B i > 5 AL & il
HEHRMLEE GRS - HHREAEE 29 8E < EEE - AR
PRSI ti B 2 N\ Zoa tHEBH P R - IR LI TR0 23085 ~ BB &
PRI AR EE 2 52, > BIREASE]IRE ~ 2 2la st A\ AE 2 S 2 Bl EE -

IRT B AR SO e Bt PRETHS e 2 e M e LB e N0 2 Bl R 3 HRAERG 1
PEEL A 2 N BB FE BN B2 g (21826 - 2010) - RIS P EL

BN~ AR~ BIUGE 5 RS T2 uHE (art as Tao, the Way)  © Z4{iyGEH Al
EEFEEH | ZBHHE D -

A AT R L E A AR T Z M

— AREEREARTIFR  HAE ANBE BB 2
Aulgy s W ER E AN BESGH . — » HaRER S 2 NAEEHRE
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SRl AR 2 —GHHBREEA NS > EAHBEMAEER
AL ~ 1646 ~ B8 >t > 36 - BRI e = AR > RS
% (the spiritural) AR HRE 2 ABE 2 EE MR o A28
BB RO E AR RSUL LR AR ~ BB AR 2 &30 e - i
HE R A CE R CHE SR EE S 5t FEE
AT H{HAN 2RSSR ol — S FA s e % F < Ll

(B"™%% > 2010 5 Miller, 2005) °
TEREAE Z it A ROmt BLER B 75 T - RS MR RE RS A
HRERIHESQ) BB RE » NEBM—II6E » REMEEH

(PR ERER Q) BEME R (IEFE e EQ) (BE%E -
2011 5 Zohar & Marshall, 2000) ° Lemkow (2005) f&Hi& N2HE 2
HEFRAKE RN ZRY » REIE RN 2 EY) ~ LS ANBE B E
KRB FiERRA - CREH R Bl mii > Bhassr e TR
Frdin i » EIeiE NGALHERE ~ T HISnE Al ElE N 2 Al
TEL o
M RERANE 2 B SRR 2 IR SR A
R R B Ay 2 > SRR R L B B 2 J o AR¥ERon Miller

(2000) - EERIMEZIGREEE © 1. e 2 2288 ReBafth ARk
MiE BB - DU ERIE 28 > R 2 DUR F R R s Sk
% otim © 2. fhE b 2B ¢ LTS LM eI E T R 2R >
ANHBE BRI A & < B3 ARE » HESKEEE it 2 A
T2 @&E o 3. MR BERVE « 2 A NBEE R LUUAERRHAAKTE 2
FABEIEK - 4. FH B8 - LusmEittcgm - (Miller,
2000 5 Miller, 2005) ° ZHE [ » HAEERARE 2 28700 A—1me » K
AT LA oKz EE g 2 7 =G 2 A B C R TR o A
T TSI DY e v e ) 4 B F R > SR T U =5 I B ot (LT
KAy » K HERAN R AT B B COATERE I m) 2 BRI - s B gh
BRI SRR S 2 B > MAEA S 2 2 N BB (B SR o 5 PR
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= AP EACE BB X AR ¢ Tisdell (2003) £ H L TEBR A RS #E 2 1E
BHEHERM R : (—) HHEEZEEAE - (HEFFZ NS
i M e M AR o (=) KSR 2RI B AT Y 2 B I B AL 1L
BRI < — R B B 52 - (i HL B A B 25 2% T 7 s — R A Tisdel 1T 3/ 3%
HhTEEZ TH4an )] (Life forces) 1 ~ T 17 (God) 1 ~ TEFZTIE
(higher power) | ~ &5 ZHC (higherself) 1 ~ TFHEERE (cosmic
energy) 1 ~ Tk (Buddha nature) 1 ~ TERZIEM (M) (Great
Spirit) | FZHEWAELR o (=) HHEEER LR EE ZAE
(meaning-making) ° (VU) FGHHPERRF LSRG - M H A A
HIZE e () FEAPEsE A EHERKZEE Y (authenticity) BEEH L
H . (greater authentic self) ° (/%) FEMIMER RN AMMAALEE K77 2
B RGRE REEE > ARG - fE2TE RS ik A SRR 230 - 10
T Bl R R BEE BEELSUE T AmER - (£) K&
e 2 # e AR A ) - KRB S - R 2 A8 B T 1E i 5 6
plimagsd: o ZRAa B - ESEYCEBE - MEEREE CHC 2
S ZI— i BEE AR Y - (HANA ] REET T — L E H5 (A S RE RS SR s
G AMESIFR AR < B ~ InERESE VS 4 ~ TEIRFRATIS B ZRA TS ~ Bl
MBI - BrEE ] (S RS » (I GEABCCEENE - BHC
Bifih N\ —20 S PHAR o RETERSEERN ~ 1678 ~ BLGETEaa I > A ATHE
W EFF A RE S BORE A S o PIANACE & Al L P IR R A R S B 2 4R
A (GREImEIEL) - ez R A8 A L anille (TEEwHE) - LU
FeAR it — 22 M LIRS S R G2 I BB Ee ] S 2 54 ~ 2
ol ~ FF > kR (SREmEED) o REEEE (R ESUER)) ZMARS
FIHLE AT S Al Re e SR g i - (HER2E BRI AR & B 1R
HEBE SRS A A FEAE A -
= AR R A ¢ Tisdell (2003) AR S AR IR ) — A AL B HL A%
fig 7= o WFRHEEFR ARSI - SR he T OE 2 ka0 (A8 2 S
ZYRGEN ~ DNAZ SR - MR A S ) - fEillEP R ilE R0 5
Nz A an LU G 7 #8 R 2 ekl s - B H A S LBl e o DA 12
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feH R Erl 7 2m R o B AR ERTREZ] (in the present moment) £
RUFHEHC - [ DL E R A an il 7528 > MIReE A A M el e e
ZARH o PLETHTRFZ] (the present moment) ZEIESTEMERL L » H BT
Bz — 08 (HyUEEHRZIER)  (mindfulness) f/UIEGEER » &
e 2 TR AR e E BN ZIECE T > 8 TE Motim? L7 (The present
moment is pregnant with God.) | ° & N ZNSE N 2Ea ~ KigliEEz
FCIEBUETE S R » (el 2 i Fe el B — OB (BB ZE3n 2
FliERZE  AfEERE T (being in the present moment) © #RE R ~ P
PapLiC R R i) e e Y v I S AN W WER S R el
ANEIFIRARS TREHPER ) R DB EE R o o8 | ez > AT
A5 (=) BERERERIN RESEXR s (Z) MErE % RET
] GETESR - ARRES) ke@Rz@i: (=) BiEReE S
grecmmm s (W) FHMEREEMFEER . —MEEBGERE 5 (f1) WMtk
FEBARS =S EE - MJE—LEREER (Tisdell,2003 5 Wilber, 2000) ©

o |

2~ HAAMRESARTHEFTZEEAR
B Z AR R B

S A SRR AR R 22 N Bl B E 2R P e DY T i B ST B g - DY
F& RIS B PRER (FRE E AL @1 ~ B PRER (AL g ~ SUEEEE R
AN e ~ AEREPRR GREEAGD) [E i 5 /NREBRIH GRS B P Bl S8R5 BRI ~
H P B S BER Bl ~ B PR B AL REPRER BRI ~ 280l Bl SO BRSR BRI ~ 2l Bl =
REVRSRBAME ~ SULBLAERERER BT (BI'E28 > 2010) ° HIR LD/ i S FL B
Bk TR AR ) 22 N BRI AR B N B BE < EHEEE A » s AT
5% L Y e R A L (8 e HE B © 5 5 2 - KRR ) 4 A\ BT 0E 2 D) Re B
AR Z BB (EIE » S H B Z AHBR R & ] B AR
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MR (supra-rational) | BHE ZHZEME: : Forbes (1996) i
i ham < 8 &Y (mechanistic utilitarian rationality) ( B[J3H:
HEFEPTRE 2 TRHEEEE (scientific thinking) 1 ) | AR
HRAGE < ST ERL » (BEthgE HEH A 1 k] 2 A Bl
ezl » W A HihEE R AN - K TRIERE ) A5
thZ T LIS <@ (the non-rational) 1 C(ILJH¥V A H
AlERS THEEY: (BAEREEM:)  (irrational) J ) ~ B¢ T3
(%] (supra-rational) J DEEE - AEE ~ EE - B LS ZK
H oo —fEA TRHERES ) BHE FARRNE B ey i &8 8E L B HE
P o #R S HERR I b B S P A AR R B o AMinEB E A Tk
BHPERY (supra-rational) J &'H ° fR{ETacey (2009) - [EHGHEME
D% v =TT I = 22 = e it TN (TR N DY DRI PN = v
EIEFEHERZEZ s A TEEPE (BUAEREME) J RSP
PR > HELOPEEL B HE RS faba BIR Ry « B NS dn 2 fiRE
T SRR PR 2 BB B E B E R 2 At o DU PR AR R mi e
LI PRAEERG AR AE N OS2 B 2 R s & B 2By -
BN 2 IR 2 KRS TR ERUT 2 —EAHAZTE
MAECERE THEN o 1E1960F B R L 3T 2 PR3 H Freud /0 2 |
ST BB AN FURAT o M Jung Z 8GR LR 2 PR 7 =NAS B3k
Carl Rogers, Abraham Maslow, R. D. Liangfi{ f552 5272 A% » H—
S OB S E AR - LSRR A BT ETG T 2R 2
HEE o SRR 2 0R TEEE RIS ER ) Z A8 HT ) B2 N RE H
BB RSERAIE - B A NG ZEMUTHTFL GE RLATAIR
SR AN et i HJERE MY o $00 38 00 B 1 2% < B0 i k8 )
AT I RS A R 2 WX > TR S B o AR T O 3R BN
L BB B R LD EIEH 2 —8 7y 1 ARH B 258
47 (Forbes, 1996) ° JungtH{g B2 L) 2 B2 GRS Hiiln < S5 » H
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(=)

EH A HEYHE (quantum physics) ZERBGMEREH » & ARG
FBEREE #E I ee /S MR e 2 e lh - TR N2 V8 TR 2
Tk - Bl TEgdEhy - §iE 2 EAIm o5 - Heen A
MmEdre R  RE HIEBOtEREE 2 W » [ R » H AL g7 R
TEBEAEFRTE R - MR 2 KEF - NZFEEIRA] LA
I EE T Mgz » ER TR0 28 AJYRHY ~ Yrsiny ~ 5
0y > HAEBFHETEELLEY s (R DB 2& AN GIERAE A R
R ARY » DURTEE < 7 A2 PFH - B2 FE
A A BRI AR B - SRS Jung PR AR5 SRR TR
Iz (archetypal currents) 1 FLATRE) 2 BABHAD TRGEL >
BV B o ol B A R < BRI RE ) BB ALERRRR b~ OB
L~ B L~ Sl R 2 8 B G A 2 B BUIREE
E BN EFEE 27 » M HREE T  (Tacey, 2009) ° Fromm
(1998) #RHTFAE2 T1FH (being) | HEXEL TR (having) J
R fEE AU THER ) RiHEwiaabasiny - THEa ] (RfgH
Y > Yl E Hoalnny > TR 1 fartss B HI B2 A REs
M) o T1EH ) 2BEARF RN » WIEIMEZHE > EN
{2358 » REE N 'z G EEZEH - SRS A
RE ~ RIRAFTRI » (HH S ~ R ~ 8~ F - BBILIH
B~ Fa TR o ARG LR ERAI AN RELIGE B Hihl - {(EREdE =5 AL
Bl - A < 2N I Remp s = A 2 84l » JREME A B
e » MIEIRIE THEE 1 IRRE » MERBIFAEHRY L IEELRS i =
@R B THEHED -
FH > AanBlH O 28 - i K 2B~ BB R R EYE ~ (F
s THrEB/VE (all the less) | fRIF.Z TR Z (the ultimate
more) # | FAAREEHILE [H8¥] (the absolute) 1 ~ [{fiEE
(the sacred) J ~ 8K T#EMFLFF (ultimate order) J ZJE3K ©
VI EE R David Bohm#g i THFEFET (implicate order) 1 ZF&
% BHEEYSEEE AR FE T o B SEY R AR m
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(1)

o mMABESPHS - FLEEOHBREN NKEgcHC
(a higher self) 1 » LJEEBHE A MAFTER - 8L  ABEBE
B LE (soul) BUEMFH ZAE AR (atman) ° ARIMAZLH]
FEILFE TFHE PP (universal order) 1 ~ FTEFE 2 HL[FEERE ~
R Z A B2 ~ B Aldous Huxleyffia§ 2 T/KIN#EEE (the perennial
philosophy ) J 5352 LIZE o 18 LRI ER 2 o SR ) M HL IR 3 %
BT R E] > R e Mk al B R AN EIR B /7 2 AR 2R5E ST
X BRIMESE T ARIEE - AL ARG LK. B A H &
AR b 2w — iR e 2 T2 X o RIS B 38 R
2T » AN E] BEEDET R 2 R B 2 383 - 18 Lk
HHr R I < E PR BT At s B EEAH AIEHE - AP 4L
—Ha%k (the oneness of all life) (MALTELZ ARG —2k) A
PR EAE T S 2 (L ~ fEEE R 2 A7 1E H il i R i E - 52
BREERY) 2R lgilh 2 irE (LI B Af Bk —20) 5 Bl
il H FAIE, (self knowledge)  (BLABIT-BR AR A V6L IHEE —E)
(Forbes, 1996) -
KRB BB - ¥IFr 2 2 A ABEEMS - Sk EM DI H—
e Xm2E - IR bR M 2R - kI8 E 2 RS A
ZBRBE » TR EE ML H B R EEE 2 —akr o 2= A
B A TS  E A EEEY) (what is transcendent) J7IH]
ZBEBEWEL - Al NBE BIAFEE - HiFFFaRaE « N
(transcendence) | & HE AL ZE TR EBURE L FELITETZ
BRI 8 I 2K - P = NBBEH RS TEH ) 2
BFGETTARREER ALY - HAtR: TEM ) &—M 252 7= E
BORPIRA 2 - HEBIRAMA C &S BC LR ATm TgE
HERFE M 2 28 (Forbes, 1996) ° #7 5 £ @ KA EH PRS2
BRgE ~ RN N 2R -
Aanfe A BAEB 2 {E © Tacey (2009) EiRAGAIER A mries
ZIKFE (spirituality as a life-enhancing factor) » FE Y AE S B E
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RAELP=0RTE » R E S IR FEEFF LG ~ DUl R4
a FR DAL AT ~ ELRGE T R B B A ~ RERAY) ~ SR8
fi o~ FEALE ~ SRS B & SCRrSE o 3T A s e DL=s
WEHED ~ Earh 2 ZZUal S BY) - Rt =R EAZ
R B NREIG LG P —(EH AT - e T A A IR
FIFFERERE 280K » JRHIEE C ~ 5~ B N ZREE - HEREREFR
FIRDD 2 B EE ~ HCR ~ BB - sEBRRE - AR LR Z Bl Z 5
(RS st BRI < PR=F o NG e < BRI Jh =5 oK < —LERR TR - BB
B NEERZFY) ~ iR E ANTHLBY) -~ BE AR E
1E ~ BAEZ ) o FEHVERRII S BRI EAE ~ H¥ s sE » QI
RS S (AE G RE ~ TRAE S ~ BEoRSE
L) Al > MdEaE B ~ +1& ~ B ~ B ZBRBH M
FEA o T LLBHIFREIRIE F an Z# TBLE SR - (HE NRER S L —
Aoy > BB R R B R R - B IRIE A ZE ST E E A
{5 0 N T A R 2 TR AT ~ IV~ By B9 o
MmN I 2 - B A HBE R BT - R 28 71)Y
HHEZIR v MR o MRS AN 2T MR —a& s - #E LI LS
NZAEarMEAmFE L ZERE -

8 B 3R Bl < G i SR B R R L - B CEERET BRI T BB R
OFEE ~ SO Bl ~ P75~ FECPBI B BEERE - P00 ~ & - KA
HOsEH ~ MhEE - BUEM s SR % T Ree s MR Re e R RE -
LUK S 215 = 254f Bl T Bl sl S i AL > 25907 B115E 1 Bl et 2 AL DA B ik
B KRR TE A NECEE ) <AEFRE (5% 20100 2011) - B
o L BRI R K A P B R B m ) — SRl R AR A I DARE R« AR

(dER) ~EotE (&) ~ FLEEEE - Jean-Francois Millet, Gauguin, Kandinsky,
Malevich, Janine Antoni, James Turrell (Storr, et al., 2001 ; Kandinsky, 1914/1977)

PR RS E MR T AT > BEEHNEARRESFR B - L E BRI R g
EKRF - FR R E (BEA - RAE) B2 A EW MR- EBLF FTLE
1B ABAR Z [y AR 57 B A S P A BB 69 AR3E (Tacey, 2009)
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SRR v 2 R A B AR I 2 A\ B BT (R fiE

- BEHIEARBZI T AR EERE

(—)

BB A B SR B R T 38 < BB« SE 8 W am R B A E 22
BH TR ERE (BI85 2001) » BFHEACERBER AT
RZFE (BIER - 2005) ~ WAERZMMEMEEFEHIE (BIS5%
2006) ~ RBAEREBMRE ~ BCERBRI £ 38 2 2440y » BLRT
F22AEE (5% 2009) © BA{FKR (1996) JRimnECE#&
BRI ER CRFE AR o B )\ E e AR (B0 B 201l i & < 7 FE R B
Bz » DUR FLBLBR T 25400 ke 5622 2 BRI R - HIRERE 58 e B 4 i EL ik
LR > HLRERT & S 2l B A A
U e oy it < BE R - B0 —oeamal ¢ BHELL ~ RIEREDRH S 3£
BLDIRE T ke B e - 5 TR LABOR Z BEREE S ) (8 < SRR
YRS - HAE U (S — SRR AT Re R RS T B g - (HIRZE I —2Lt
Fri#i (Forbes, 1996) o {3,z 2fly il 28 ff 20 B AL sk sl 22 A
F .z @ LA > Derrida¥f —JTlE | (binary distinctions )
mitad o I ool AR AL - EE o hlE N2 Em - i
jagodzinski (1997) Gwil : AKGHIESL ~ BRG ~ BLEG AL {E 2 5
iy Tb# (Other) 1 » KIfE " JT¥IvI 25— (5 MKl > #5
o AR ER T - KSR, B2 ) RS Y - HHE A
YETRE » — (AR IR BRI #E Fh RAEE TiE WifE(s < B AL HUZa8h -
iERlE — ok (B - 2005) ©
Bfly 2 i E 8 DU Bl B AR L R+ RS2 Bl EL BRI < HIRE - Al
B R o BB ARSI 2 A S B R Z RE AT RE
71~ DU s NG e 2 3R 28 - ELIE A B[R IR f 284l ~ Ay B A\ rp 2
BIE TEIREEROR ~ LB S L O ~ AN R > #ti il L an
ZIBHG o TRENARE(HE2 A4 H $ (self) LRI (Self) - ELEMH
fLHAM—Y) (Other) (&A~HFH ~¥)) » DIRF R it Ll AR
(2% > 2011) ° Dewey * Champlin > Ecker *> Eisner > ElBrigham
SRR Ul E 8 B > BMITANTE )RS E Z BR R ET T
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% HEAZHSWE » WiESCBIE » LIREW AN T3 EER
LaE ] AR OEMT (8225 0 1997 0 2004) ° HEANZE
O~ 8 ) B8 2P BN A EEE 2R » DIk
BIVE Z 2 Bl 5 2 7720+ [RI 289 Bl VR R /R E2 LBl & e ~ 3R
o BUEAH AN EME ZEE -

T2 S BRI < RS i 2R B B R - 5 N EERET 2l 2P 2 A 4 Bl
i ~ B ACE BT ERAHRHAARE - A MBIV ERTRE 5 BRI E i 2R 2 PR H
e [ECETIT ) A 2R - [ I 28 A (S 2ty B B < 227 > J7RE
T BT RE M  BRIEEERE ) (BIE2E > 2010 0 2011)  » S HAERIMELT 2
a5 DL B 5k 2 M R | B SR 2y I 1'F Bl 58 B2 RITRE 2 MG 520 Bil 38 T
I o 55 S H BRI RE < KF I F A B SR B ] by — SR Bl o 2 AR A I LA R
Malevich, Mondrian, Klee, Shahzia Sikander, James Turrell (Storr, et al., 2001) -
FEN e

S REHUVLELBABI T 48 HE

(—) BROSULEBLRERETRIS « TRIFUE S B R 5AIR > BlE SH
T P AN LA B A FIE AP (R 2 1 SR - skl 3 (1
R 1996) o TFHE[—LLEGS | BRI REY)IZLER » R E
RS ARV ~ A AZ AT DR ety 2 B 2 S 1T B Bt B AT ~ S b th s i BB
1t o FFZRBUCE 50N B N LA & 77 i - Hitbdh &
TR BB TR » BRAECE MR o — SE R EEE B R < T 1T S 2
SEARE o FF% Ui (A2 ) PRIV S » SR g 2 XL
AJEs Y > RS R o R SRR el R SR B R R

[ RMERST &S (systems approach) | BHIAH L SR » BIEE T
fig— LSRR RLIRIR o RBWIR TR ~ B0 TREEh 2818 BRI
2 J730 0 LU T e & i am (BEm ~ Bl i) SRR ER 7y

2o TEBRZ T G K EEH T AL MR > BREFRE T RiE EHERR I T Tk
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SRR v 2 R A B AR I 2 A\ B BT (R fiE

HAZEY) o 312 B R C AR R SR 2 Mk B RN 77 B >tk
BEIMME C A RERERA O IRAS - [RIRFEER N ee Bl Hopr s < BV
Bt (Forbes, 1996) - IthamHh il AL R E T BB 2B
REAEABGEm DI - JRENRI (ERE) B (%) 1
BRI < HIRE « &3 am I EARENE RElE B 1 2 9% - T BB TERY
FEUE RS PTRERY 5 R HE SR EZH e Bl ek AR KT 25 B K 7 J8 AH AL AR
(B2 > 1996) o

I 22 8o 2 B Bl A AL ISR E A E AR > &8 A FZ
o 0 (E K22 TR L & (B 2 — W ] n] gE Bt K 2 /K 1AL > Albert
Einstein (1879-1955) f&5HRsfE] Al LUBK G » IR Al 2 fift o IRf[RIFRAEES -
IS FHETHY - AR E R E o A > TR anRECLLE 7
LIRS A LS B RITTREFRIENE ~ B ~ fmill < BUE > Michael
Sullivanfig H & AR IR FIRFE] 22 35 2 PR Eh 289l (Kinetic art) B
WK L TV AR DLEE SR ~ 8 Fr 77 CEIAN R 2 S Bl 25
dT IR R EREFH R - BB B ME A RIE IR 2
& (EIER > 1996) o

BB SRS 2 B« fRYE Anderson & Milbrandt (2002) &I
AT R S R R B S AL > 7T 2 B2 B AR B K E R 2
I (reconstructionist goal) » JRHEI S REZFREH » DI & .2
BB b2 I - HEGT BN ER ~ B3 - Bk - B
AT ~ DURGHBLEE A T =UAFIFEHER ~ 92858 — U EHE A Bt g 2 1l
B o BB U R ER 2 HAMER S THE 2% MEE T
REPREUE S 2178 o HARH 17 R AR Ts &y < Bl - FaREMir Bl 5
SCAUAHE & E M A5 < B 2T ~ fOE ~ B[nlfE (B2
2007b) © BT FE ANATEZER] » — )7 HERDUE - B4
2 < EASHRR AR - AR < 22 E B AR R RE < 55 5 )
JTH AN EEA R R E A ~ 2ot~ BORKE SR &im 28 - LHH
BAERWR 2MEERGS) » —M Nz IR ~ B ~ it ~ A2
KIRe Bl 2 » HIIHEE 5k R i SR T SRR i R < VS, > HLHE &
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NEEMBIG R G - TEECEIME ARG 2 Bh 3R
(7] > BREA H WS Iy LR B o
130 B LB < RS i 2R B B R - B N EERGT RS S L » B
b~ BHAUTUE ~ DUR R TG E8 B LS00 (BI558 - 2010 » 2011) » (b
e L BRWGHGHR R < FE FH A P B R Ry — SR8l o Z AR A I AR R © Al1Barbara
Kruger, Michael Ray Charles (Storr, et al., 2001) -5 A ©

W EHERBELIMBZI T AR HEE

(—) AREBLATERE @ LReE ~ Bz < RE ~ (LRI TE 2153 ~ K
VEZ R ~ A IR K~ BHER R B R (AN ) 2 HE AR
ST NE B )T B 2 7 D EE.2 TT 1 - B &%
FlniprRA BT - BIEEFE R S - e FReRrd A g -
({EHBERB IR AL A BRAY o [RIIRFDER 73 T 5 THEREAS & L. sk
BIR - AR o AR B A AR - $W S - s — e
i#oel (Forbes, 1996) ©

() HuBEKZBEREELAT b BRI © (B0 B oK 4 2 Bl [ = 28 th e kB HL 4%
BN RS ZEE « AR AR BOGIR Y » =
WHE ~ RESG 0K ~ 2R EKIF 3 ~ ) 2wt ~ DURC PR
MZIAR S BE I H B ) Bt > (HANEEE 2 BK - AMBAGE FIFEH
AR5 2 B SR sl R 4 » 38 U] RE P i vk e P e - B i DA TR © st
BB O 5% HE > H Lynn Margilis BiJames LovelockZ Z AR
(Gaia Hypothesis) | [MEREI—{ T{EY)1 » A=A (Gaia) » B
LKL (ORI RE) - ARV RS A A5 B & R RE R 2 Kt
Z B} 2 2 Hhttp://highscope.ch.ntu.edu.tw/wordpress/?p=8345] £ E{Z
B SR o BREE 2R @ PRl L EGEB) B ¥ TOR17 ) (REHAERFFT
)2 B > g BB 7 EHEZ 8P o 0B SR o0 IR R R RS
T3 TN DABR A o B8 a8k A (2 A 4 s SR R ) RE - e EV RS Rz A7y

(Forbes, 1996) o HBF I H4) 70 i A R0 70 i i AR AR < 3858k
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EURL RS B A w2 AN - IR BITE SR e E 2 [ - E R A AN
W TEAE) B B E 2 EREER o3 i LA 5T @H@zﬁ Y
IRIMIRREEA M HIER A T2 EHIVE 1E (multiple realities) | ° i&84t [E
{E1 g o DHE IR & (socio-psychological constructions) * [fig
SERE S R — (T AH AR RE8E > S22 TEAE ) (ERe LA )T X LA
fig (B2 > 1996) o MLamBLRERIE A St & 2 b FeaiE - AR
fﬁfﬂﬁﬁ?j% FHE5 > JhEHELASC (&0~ fE)  ~ gk
L TEIREY - RG50S LUK 3 (2 AH L BRI R RS B H AR & R iR I RE
SR T H R RR VM < KB BB L BB o Forbes (1996) fa Al
i AR K AR - BB RENETE (T 5 £ st )7 SOE M - HAd
R B A ARSI o MRS m ) ~ DRI ~ T8
ZRY)) ~ TEEGE | il [ —LHY) » S RLCHEFTE TR
(H¥EF 2 A S T REEZRN o AMMFlG RS S5 EE R LG 2|
Hil - fF a1 < B > 06 & BLAERER W David OrrBiGregory
CajeteZiZ LB B A BV H R 28 A RABMERIRA » At EE
B 088 2 BLRE - i 5 B O 8 71 US4 AF - [RIFFAIE O
TBIWHBCEHEET -
YTHAR BB OE A - B A LDBEFE M M7 (place) WY
Bl BEANFEAAEAPEE O > KSR ~ B ~ 5~ L~ Billth
BB IERE R T D8 o (B8 R B g R 232 HIgEE A
REes 7k FBECERZE 205 » B RHPT R & » BIE
R A B o S B R B VL R 9 5 L 88 © Thomas Mooref
MOEE (Th%) 4R (soul-ecology) 1 PRILEEEH » B ABHL
FARFILEE » O8RS —HRSZIIRBATR (felt relationship)  ©
ﬂﬁEE%ﬁiﬁ IR A S R M (the Earth) % 2K (home) 1
B NA LG > 1552 2 el 4 [7] BB B O % — Mt 2 B
30 o Mooredi Hi S ] i 2 J& 1Y 5] R A2 AR 2 B B KMt 2 il
At o KI5 A\ 5% BEOR S RS2 R 0% - K20 By A BV M 5% A i 2 ek
(homelessness) © & & NS EL @A B AR > BREA 2
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e IR 2 » BRGE S A driusd AR ~ 8 T3 L¥ 225 K
B~ BRAIE 2 5E ~ DR BIRFHE RS - KB 082 %ER
Bl (connections) HH » BOEHIEE R IEAEEARER LLEES » T
ZUREAILHEF (Miller, 2000; Moore, 1992, 1994)  ©
TEAETE R HCRR < RS AP E R B B R R |- > B NEEGETIRE G 3 ~ 48z
W~ TYEEEARE ) ~ HARBL I CSERR ~ R EIAERRTRE (2155 > 2010 -
2011) o A:Re ke H B WG R 2 K Ak s Bl R 3 m] p — SR 2Rl R 2 AR S T LA
BaFE © 2L EE YR Jean-Francois Millet » 3E 2K 247f1 » Mark Dion (Storr, et al.,
2001) - FEN o

YoR S 2 » FEAHTERL ) 4 N 23505 20R (R EE AU S NS B 3~ 24407
AL~ A RESE B L RRI < B ~ R~ BHOGE o A OSCHERE S RIDAETES - B
i T2A7irE3E (art as Tao, the Way) C BinEEENE 2B EI ) 2HE 0 L
VBRG] 2 A\ Bl B0A (#2200 S - B = )7 IR 2 it A28
K Bl s A g EURR 2 mTRETE » DUBCRS M B ) 259l 2805 (B (852 R .2 A R
JiE0 e Be=T5 R B e - F T LA iR RE VT A A AVE R Bilg - - S5 LA
[ 7~ AR AN K
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Al 1 G A Bk # R 1) 2x \ 2E 9 B0E < (R EER

FET A
H(enhancing
spirituality and life)
DA - B R
& (awareness,
awakening and

enlightenment )

eufiir [T E
(artas
Tao, the
Way )

. activities -- { conceptual and
expression and EX'PEFIEI'I'EIa'l.
perception) learning activities)

F#47Rr 8 (Art as Tao, the Way) | X H4F3F AR

— ~ 47 7 ) (artistic activities) : & APl 2 R ILELK]E (expression and
perception) 15 )R (€ NG HITE B 4 N B8 2 A RGRIE o JRANETT R B Fl]
S ZIRTE » DU RIS ~ S E ~ BUHFT R RE RIS 24l < B R o FHEhS HAAh 22
B Sl B R ZOR O ERARME ~ 2 ARUEE ~ BLRHE 2 ORI - T AT
sRE A I ERET B 28 H S AE ROME T S BRI - DU 38 e If i Bl
M2 BE - IR EEE 2 — B A S ELER - DURCEH A an Bl i 52 BR 1B
FRAIE

— - BMAL YRR LY %% (conceptual learning and experiential learning
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activities) : 5 AA[{EElTEEL H A TE T > DIPERELAE (exploration and
reflection) J7x\ > JEf5 THESEEE ) Bl THKERERE | o JRBENER TE¥K -
Bufly ~ b~ AERE S HRHIE ) ZMHBRFIREn] A2 N M - K2 AHRA
e s TRERERE ) (nTRE AT S B a2 H R e ) - &
R B T 8 RS - A I s ~ A IR BRI, - A0ty Resy
HEE N AT AR f I 2 AR RN B A B - ELICERG fH 7 A P > 3y 2B B A= iy o
Jeerh o 5 DU BN I B s P L (i o

=~ ¥5AR P82 4 42 32 7 (the enhancement of spirituality and life) : ZE/2 |
G G B B ENE E) - ERE S M SEE R AEHN - B
EHEE 2 5 » HEE R .OH (mind) ~ O # (soul) ~ ELFE M (the spiritual/
spirituality) %182 » #A[ME A1 (awareness) ~ BME (awakening) HAFHIE

(enlightenment) o JREMMAEE TEAN 1. » LU Hi 2 g 1 2 #hE A i S

Z LB B SRR AR ~ BRI AR 0 HL 36 2 B A1 Bk T
PEAFE M LOEF B RL 5 (G051 > 1983 5 8124 > 1991) - [All
PREF TEEE ) - EA S EEUEE - BT AEB E R ERE B RAE (self-
cultivation and self-improvement) » Bl A ~ HIREY) ~ KFHHEE TR
HARFFNIZE » (£ 8 S 380R] L3 Bag I T Bl A - SRR
— 1 ZRE > AR TAREWS » DU E R ELES —(to
be one with Tao) Z &R ER o [HAHIH GBS BRI S A B (R Bl 5k 2 8
BEEIBAIT TS o AIReinhardt £ oREITEIFATE > Duchamplfi 38 1% 2 i & —
FE KRR =& (constant euphoria) (222 » 2007a : Baas, 2005) © [t
Tyl Tacey (2009) FrE < EFIHCC#RES] THC ) B MR 148
FEA BRI » A EBL Teny TEM (true nature) | EVEREEAM E
i - HHCERE R - BCA ThizRy - JRAIERSIECAS
HEEANKIERIE N ZRBREAEHR TIHY -
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%#EH

eyt (1983) < MahilE S E BUEIISE - At KA -
(1991) ° SCHHNEGGAE B 29T - At KA -
BIZE (1996) o ERERM L TEBABMBE NIt ERATE o Wk H
PN E BT A G S (93-109) © AT ¢ BN SRl # AT o
BB (1997) o 4 5d Sy FRBUB 2 BRGHERS J HBH #i 2 5T - AL
M ER o

BIEZE (2001) o BRBUCT ZEE ATRIHETBUR 2R - B2 E 2 g
(InSEA ) Bi M Mb Al WS & 5n SCHE (177-185) - BRI BEEd
(InSEA ) /IBINT R LRMA SE 1l S/ 2 R B i BB i ST s e 22 ey -

ZIZE (2004) ° BITAIEMTZE Tk 2 BamAEREEENT « LU (LI o i s 3
T o BlgBHEGE » 8, 73-94 ©

BIEZE (2005) o AXEFEIR AT FESE - BUCEIRBUCETE G M
2558 o BlgiFEIT] > 1> 83-104 ©

BIEZE (2006) o BBl 2 AUk B (i J H AR U2 i o A B8y B
ALEA G G AR s o (1-10)  (ISSN: 1029-0206) ° 7l : B 5
TR\ SCET R SE 10 R B LB Bl ST P

B2 (2007a) o EAp(EEEEEHBASULR 2 AR 268 o FIRFE
T B ANEGFEREMIHCE (B—) (1-10) (ISBN-
13:9789860100709 ) © Z%Zel% : 375 FA R A SCEr 22/ A\ L&l A

Be
T

/L\ o
BIIZE (2007b) o AR SCAL R B0A B Bl B85 S LT o 8 2 B il B e 2k

BB Bl i > PS5 w8 R B AL B ilg W o & m DL B (9-26)
(ISBN-978-986-01-1784-4) ° FEFME © B 5% &N A SCEIT 22 5e/ A\ X
gl o

BI85 (2009) o BCELIR B EITETEL 8 2l B im BL A EIF 98 < B -

AL BRGNS > 40 1-16 °
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B2 (2010) o FEHPERC 2 N 2RI EBCER < PR BN A g « REBALL
& 2 BRBE B S o BN EMiTERIE - 5, 3-20 -

BIEZE (2011) o iy RS AE B RE Bl o A 8 e 2 G B B2 e 2 i MU 4
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Deleuze’s Double-Genealogy of Music

CHEN Zuei-Wen*
Abstract

This paper aims to decipher the double-genealogy of music presented in the
analysis of music by Gilles Deleuze with the goal of pointing out the direction for
music from the long and short of the interlace between philosophy and music. The
analysis does not only reveal the unique form of philosophy in his “dynamism of
think”, an interactive realization between transcendental immanence and music, but
also provide effective comprehension toward his contribution in art philosophy.

Keywords: the spirituality in art education, holistic art education, the value of art, the
spirituality in art

*Professor, Department of Fine Arts. National Taiwan Normal University
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€%k (généalogie) HXRER HITEH) XAy EERIZLA T - EHRERIN
FRSLRFVE o SELEREE » DI B RGN I R AR - RIS G BT H bl H Bk (TS0
{HEEG R A LA e — Bl 5 1 - EMRERERIR ~ R Jlifn i B A 1
o P ER A L SRR A A« — R DURIERAZ ORI (transcendantal ) i
R > A RH R E A ~ AATEL ~ eI AENE (immanence) R » LA
Redr G MRS AR o T BT B RN A ERR (RO R RS 1 0 TRy
BLECER ~ HYE - AENER o Hrh R R HERE A EE  WIHRE
MR ERE S - WWEESRE - e LEHUGE (TEE) @ BRI HRN
AR A

EIN B SR AR T AL HAlRIER LR - IR e e 8 & R 7 7
R 0 e (S LB AUV s B R R A5 ANIBA Rl (R B ey CE IR A HERY 2 B
ABCRIERH Tl - ASGERIEE R IIPRARE > 1Ea] LIB HE(H
SO RI R = - RE et B 7RG B R LR A

AT RHBE A MERR
(RBELEGIHLHE)

(EBhsham S 4L RAE 7 RS © — R RS S ER AL - BRE
SRR LR ) - R RN PR AREY 5 SRR & B QLS R —
TUAEY - Bl R REBCAG R AU M B an BT B R AN ) B SR BSR4 - A
ME e e REFTEYE AREATRL ~ &% ~ 11~ 2R ~ BHAR IR E
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sl DI E (Rl S A EE L — 3218 (histoire-mémoire) BH NEFFEHY
M — &5 1 (trans-historique) (Deleuze & Guattari, 2001, 363) 1Ef o (BEH
VEHE 285 2 SRRy » flaR « TE U Hn LIER « Bl Eacts - Je
181 (Le musicien peut dire par excellence : « Je hais la mémoire, je hais le souvenir
») (Deleuze & Guattari, 2001, 364) - &R EE, - SEAP{E(El &2 & AT
— LV Eh P TR SR TR R BB (transgression) | ©

2% ERCHEBRA Y4 (Pierre Boulez 1925-) WY 783 Hef ] BLER A
e ) o TZR¥EZERI 1 (’espace lisse) (Deleuze & Guattari, 2001, 592) &
A B AL ATl &E  (non mesurable) ~ FEA# (anorganique) ~ FEAIE
(imperceptible) ELifFH (nomadisme) FEGFLIEELETHUIER & BaEr 44 5 MR
72 ] (l’espace strié) (Deleuze & Guattari, 2001, 593) f50 2 r & ~ 5% ~ 7]
R ~ % )& (sédentarisme) F 7 HLEE o R 22 AN BUBEAE - C BRI Z2 [RIEX
Gl - I B EINTHYIKIRBRR -

TR 2% P 55 — AR Y A A R B2 AR P B S e i - A REE EE
M BIEF S A L% > WA 2 AR BRI EACEE (TSR 4% ~ + 55198
S~ B bR B A T IR ) s AR MR SR e 4 o
At 60T LA ] o (EL K 25 WS ik i A A S R AR R S 6 o F 8 1 [R]— B
VEIRAETE T » PN AR ANER S RO AR S it B AE (PR R > P LGB I A A
IO e S I DL R o Iemr RS o A TERIRRIEL b AR
FEFBRIIEER L&fat 1 o8 AR -

B MR E R — A B AR - DU AT ) RS A

(—) TEEZRBRRBIE L - B R

FEFERN SR P - AT — P A S AR A A 1 TG ~ 4% ~ T ~ B AR
i) (Z2BdDeleuze & Guattari, 2001, 361-364) HIEGIKAH (systéme
ponctuel) - MESTRRHTELE =20t (RLUE L@ ¥ DhRe 48P ampIdos )

0 (1) BEARMEHK PR B T2 EARAE AL - FL AR E B 0 RC & 5 (2) KR
AR ] T (3 R O o TEIEAR T KRS B o A1 K A SR AR B T N gy
S EETERTRG 5 (3) (EREEIRL - BREEG LB AR » BUGA] E (IR ERER 5 ¥
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AR HI T 1 AN (R HSe 2R B s - Bl AH A R X B e ) oK 71 Bl 22 (5 Y BB R ol
SEZRFIHLIS o | (Deleuze & Guattari, 2001, 362)

e LR R EI M TRGIRRA ) 1 (R EEA MR T3
%81 (multilinéaire) MR THEL  (blocs) - {EMERA—HRHY TEL ~
AR~ T~ ETAERAIEEE ) EE o KIS S B RBEERRL TEHRRM L 1

85 (frontiere) (Deleuze & Guattari, 2001, 363) - 1 N —ERfEsRE 5 &
FLFF (it 2 liconcerto ~ A2 4% symphonie 81 25 15 i sonate 55 — ffi £ 2 i B2 X
w BEEIE R RS E )~ 878 (LR IB R Rig £ &R ) BiH
#% (Alban Berg 1885-1935) (- {Hid+ —F I8 FHhE ) B84t
R HA AR

PIH &R R do b AT 0 B8~ BAR S REBBZI ¥ty
HAR I TAE T REFEFH LMK~ Al L B E
EEMARMEZEICG PRI —FEZOBEBE (FleFF
PE~ RER ~ AR TN LECBEMAEREA T LA T RN
FeERF) o REFRIGUEATREY [#e9eE] - HARALRE
By % % A AR 6 B E B e RARAR AR, o AT A IE R A — B4R N B 6] K —
B Bp AR EALE R ? MERH > BWHESF—FR AR ~ 09 R1HME : ©
FTAARGRERBRALT TR L MIE s AR RAEBZABRE
Aol TEBAR T BB A s e T W~ wik S RIR S IERRIF
U o A4 (Mozart 1756-1791) 69 A —34 o 3f & & 7T sE1b B — 1B
2o sRARILE —EF A (BE—2) @ A4 (Alban Berg 1885-1935) &
(Wozzeck) (1925F 8 2R ELERKE » BRETT=F7HARLRZ
&) 4269Si» 47 % (Shumann 1810-1856) #)La o w147 % 5k » 47 %
BEIE : FRERLE GBI 0 REEFBLTRT » ARG F R
MBETROHCHRAR  AF—REAEEENRE > BB B
BB R — A AEB I E R o (Deleuze & Guattari, 2001,
364-365)
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i e S P AR E MR R o BHERRY SRR A RS B e AR 2
BB B A o HUHE > TEFH KT HLMOHERC A o AN > A AFTREZ]
WIS » TEgh 28 e S 4EY BB M » oM BACHE =R - e RAIE SRR —
RERY o 41~ —Efiek o R ALE Ry TR —HE) FIETE T 408 e L&
oI PE] o GERIRERAE » DLW & R 2 HE L) B e AR 1 i T
It EHB L R B A E R o FIAER R ~ RERENEANEE - ©EY
EHEEARIEFZHE (un bloc de couleur) FIFREHE (bloc visuel )

REGEKEZ PRtk RAWHR? TR E > BRABRRLE » @
ARBPRAMBERI s BRIVFHZE  RRAAHLTAK BB 5 —1E
B MANABZE CATEA G~ & 0 REBIRASIE o BREH
Ak BT EEARARTFE  AAHABRLREBETFSR - F—HA
BRAWEL S BRRAGR S R s BHEAZAECTIPH - AsbEL
g efo kR el RAGKR > R RGE  ERNE - &
WG —FEEFHE c RARRGE > RARACHERBABREISN 0 &
FMCEARHERZGTH R CHERAFERE A £ TA
ARG BEC TR MACTRALBAAIR  WRkEH
AT — A2 X B9 ) 68 - TEARALER R By Ay .89 » HOEd fAn R
AR > AR iz F iR > BEHKRI — LA R A R B—
&% X B o (Deleuze & Guattari, 2001, 365-366)

(€ LT ERE 2] - B CHE A B < Sy G2 HERIAR B HE > 9
B Sl - A S 44 TRk QIR BEEE - ATEHRIER - ot FiE
2= (PR S EEE) FE B R - DU E P HBIRIECHE ~ FHIAID)
fE o BUCHE AU E S - BEEN L BIE 2ot b - 1o M & SR R S
AR (G A F i

TP 2%l A LB 8L > 3B BEEE E 7 BREm AL - L R F XSS ~ AN
FEFRFMT SRS o 18T (88 & Bl e R B A T3k - A0 T 2 B AU Ay i
1 -
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BANBEZ R FBHGTH > MAZKR -5 5 -8 CLBHH
B CRAMBFEY  mALEFNIF o £BET  AA KA
MERBHT > REAZER - AAERARZMEAHARKET Fé - L
BRE—FEREE T X WA E AT AIBIR o RMFHAEA - &
AR TS B —RRER S IR~ L
R BREALSTHHRIS Ry - BEFREHA TR S Lk
Bt o BB R ERNRFIRRE » A BMA N EAR— o 3L F
BT RN > ShBRRAAEA —EBER ~ ke igz o FMR - £ER
B M AR BB FIZRA L RF KRR BRI AR LS
o8 ERE EiE o (Deleuze & Guattari, 2001, 366)

FEBGRRAR ) 73 MRS - B 7R (8B SRR Tk — R sk ) & 446A
ZYb o B A BAVE L o 1SRG 2512 (& O S B4R IR
> [RIIRE ST 255 10 B Rl s Ay B ) AR I B8 2 M A T — (I B IR A B
JiJ1  (un trou noir ponctuel) (Deleuze & Guattari, 2001, 366) ° safgH [ Hifg
SN L > - IR E R BT AE SRR sl - 5 roE R
FELE 4R BIR SR I oy B 25 A sl RIS Y B

() BRRCRBIN 70 -5 B ~ Thae s S5 41| 221 [ tempol P

BEAR AR AR B 42 SR S B E g R S HEACR W » iU RHe =
FEREFZHE (un bloc de couleur) FIMEME (bloc visuel) (Deleuze & Guattari,
2001, 366) —tk » i@ FA a7 PURCE S4E2RY DhRE H A REH R o B TEMIL
TR B R AT LUE K - B/ (Daniel Charles 1935-2008) HJEZ 2B
s LA LY Ttempo PHER

PRS2 R CE R T S > Bl (F9ELET)  (La musique et
Poubli) WY M ZURAH & BACKRIERY - il fd S L E RS — M YIRe & 4% »
et g TN EARTE SRR IIRETR K )« EHERA T

FheE & (fonctionnalisme) (...) wm&HTEZ KM E T M IAZRET
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B tm o b MR T T T LABRBOAFRANE - BT FHE
# (structure hiérarchique) &9 3L » AV JE 43R & M 69 2 X B 3
Ao BBl s BERADRGEBU AT IRRELETR > AAAESHGI S
AeREREEEBARRLTR - MAZRAZLARERBERATF S
ik dit > Aift R ALHMEIMGK KL o (Charles, 1976, 17)

ILEr B4 RERE AL (structuration) B3 —{lEFEYE -

B—FEUE > DIRE e TSI AT R Z [EIRATRIEHE (réseau des relations entre
ses éléments) HYZRIA b o BORBEE TR B S 7ERSRE R DNEE » BUATE
HIEE A E EE A DI - & P IEMBR TR B0 S B SRR ¢ it
ERHEE LS & >~ fal ~ 98 _EVEKC B e BTG o 25 U (second
niveau) HIZESTIEE —FHHE (Charles, 1976, 19) T IIREE 4% YN 1E LR Z[H]
BRCRMEAEHIRIA F 1 - B8R T /A SR E N E R SRS 1 Y68
Jg 2k _EIERE B EReIE X TREREZ]  (forme partielle) o B = FLUEYS K
oL EEEE RACR o LLEL R & AR Al FHIARY IR I ¢ S — RGO 0 B EEE R
ostinatotH & I —FEIZ R ~ —Hf TfRafiuie =] IR > {4 — s G4r s BEER
fE - I EE B E R [RIRT > BE S HHAIERAIECE » s AT 8 - e d
AR SOR o YU ~ A o

THRE B L4 N B IS I T AR 1) LA A0 [R1ISK B 5 2 5 455 i 41 B AL B 1 5
G —1k - ERADIE RS S - SME AR - e T e s %
WEEAVE © D)6e s G40 e a1 B B 3 A SR BEAm SR« SO bEC IR B 3
HES o

FHET A B R S 44 Yiaeim - Mo A HIEIhRE AR R 4% > TS E
F£ (le tempo) FHIEIH (mesure) o fHFAREIFRE] (temps pulsé) B RIGRACIS
[ > 1 IEAREIREE] (temps non pulsé) HIEIAHEEZIRE (temps amorphe) ©
FEARBE IS TN g 2R | > IREHAIRRCE B RS 8U00e THRIAEAS W 122 5 | 31 IRE Ry
[ EHRER—EE 7] ~ KBRS R - G TR BB RERY) - (H—E 2%
T o FELLRHEA - IREIE &/ NI IT]  (Boulez, 2005, 99) » B —{FE %
VB EEAGE L > (R4 Tmesure] BRTA & 44528 A ml SRR AV L RE—F% - © 0
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EMRAEE S (polyphonie) HUHERE » [KIFSAN[FI 84S AR TR 2 —(E R AU A
ZHESR o (EMEA » AR |_ternpoJ elEMPIANAE A > A Tmesurel HIZES
FREY » TR ZR IR AN AT SRR LG —HE R RTH A A (S T RO Y LS #E AL
FNRIE L FAVET & o PHIKE SR 2 BT HARTEEERTE (tonalité) EFEERVRHEL -
FEAT G LB AT » A7 BREY Ttempo ) BRUNRENIS ] 2B R AR 1 © 25—
TR CHIRRCHERS » IR Ry R (ARG ) - BB LR 7 i o 4
HF M — A A B, (aspect dimensionel) ° 25 —FEFFVEHIEHEE —fE A » AR
BT TR HA A ~ MR ERGREC R« R R A B AR 2 e » &
PR el —fR sz BRI Y ~ SRR ARG as R TEI A BR 5 31 IRF as i ] B
B H ZBHTRIERHE (vitesse) HIFEIEL  (Boulez, 2005, 100) ©
fa /R D RE B G4 R FIAT 51 22 Ttempo | HEmFr EUS HEHRY » N
(B Zkry TRL ~ 8%~ 10~ B ARG ) BIBNIRRIR » BA F R S8 E A
Ze R T 2 o7 13 B (vitesse moléculaire) ° Mo TYHEERIAE »
PEFT R T hefat B JE he A oy A B Z o ik » R AT SI1Z%HY Tle tempod #
Mmesure | » B5¢ 4k HH G620 D REBLHEEBIE - 12 W& IIREEHIRFas e R (le
temps chronométrique ) ©
TR R s A A R SR BIR R AR > — R W0 Bt i — L AF il 2 ok S IR R
AT H BB o [R] Lk PR sk e L R SRR BTR R AR > B B LA B i Rl SR T8
TS I BNE S B 450 0 F FIF-HH /18 (forces cosmiques et moléculaires)
(MP380) - ¥RV EMZZHI) TEEEH) ] (mouvements réels) ©
BB AR » fa T RRA—IRAE S o BIANEERAHR ~ SALET
FLE&E % (Edgard Varése 1883-1965) FIf&#H (Olivier Messiaen 1908-1992) I
4% > [RRh AR E| TRAMER B oTEl ) ) B — 18 o A EERR AN AR
[ 25 BRSO ~ B 25 Sk 68 B 1 M R L2 - Sl L ife O i R S8 L) A -
B AR

BARZERG ) RF BT TMABE T LR AT IR
CH K AT R (aquatisme) » HAFHEK FIL 0 — R &R
MBAE G c FREBIAY —HWF > AT LBFREIFNR
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o

7 BInRA ERE @k%méﬁ\%R%\%Wﬂ~&%ﬂ~w
WA rda B SRR ) BLERABLRITRAR - BAERGHE
0y > {2 R B LR ML ﬁi#"’] “IRE S ""‘1”@%"5};511 o ME — R A
TAS -8 AR SE—H - REF B HT BITAREAL
4-FiefE AR (4 AMartenotik » EFF L) Il%fv\ BA R Ak
FRFHEMAGEN  HES>TFTERY XM RS RGERE
REGREMEEB AR B AERFEREGEE » BT &
B o (Deleuze & Guattari, 2001, 379)

BALFF S F e EAE 2 (variation) FilE » A E S (accents) $H

» (ERN LRI E 4R — £ H B - BRRREIEZ S -

BBEREASE > T#E gHOBKALAT o (Deleuze & Guattari,
2001, 379-380)

ARG TLY s BRHAROREZ TS aFZTF - wRAK
BRI TE TF o ABARARIRE —ERFRZOBREAL - &
LREBLY LA LA EE*EE%%ﬁ\“”%%’“E%%
89 B (oiseau céleste) 182 & LA A G 09 R\ EATAE o (Deleuze &
Guattari, 2001, 374)

FUFE 3570 1SR & o) R L ALRY AR - fRAE SCBE VDI T T B f Rl 22
FEOR— T [ Ui — 5 4 > — TR T E R AR

REHMMAT SR BEOM%G 507 OGk) w8 F X
TRBREELE R —REFTREOATIE  AHBEBRR
JERLEG LR o B FRREXEYEAMTEFEL » BA—FEF
RS —F4 > —EFHFHHAR - (Deleuze & Guattari, 2001, 380)

1%#&%%1‘/§J FUAKBHEF o (REQFTHA) KRR FTLEANELRARD ~ AH M

v do (O BT A0 4P K A 4
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TR E SRR © B R NERRERE « ORI ~ FHE HIRZR PR 5
BRI R EZEEA ~ BV JUR ~ DENSER R ) &

AR S RFFHRE S RE > TRRAFRIEIIH] > UMEEA
BB A7 2 2D A TR R 6 B B S 8k R TR R 69 I B 2R 69 B 44
e FHEY - REAANSZ  BHaab A Ao T o SREFTL
FHRAE > R BLREEBEREARAA LT FTE o MBS EH] - F
TS S HARIEEER c FRAZ B TA -
WARAFRPTE » FRFAEARGIR : R~ FHEEHERTHR
FROGPATI AR FAR By~ L&~ T ERAFRGBRBAE) o &
FEHLE » B R R RAEAFRGFTLE > MmACLELTAE DA™ R
Edott s AMEZFRGMPTERGRE > BRLEFTLEFERT © A
HETAARH RTBE S B —% T BFRG TR - £
FiRAHENRE  FRAAE KA LE MR TF o ARUE
W o RS RERABGRE » TREBIFROTEER - B
FEARA AR T REFTREFTORE —FLER—H » ki
ZHRR AR » AR REA ) H TR T B F—IFHREAT
REBENRRMESARE () o REIBBMMII ™ B - % —
TEEGM  FHEMBHRE - AAKT » L TEHRR - —
BT defog 0 TRMEXRT | ] BELTOEST 0 TRIMFR
Tl mAEReANTHRERERAR: TERXRT I /AT IEXXRT | F
# T 11 1 (Texte d’Henry Miller pour Varése, Le cauchemar climatisé,
Gallimard, pp.189-199) (GBI KA EA/E NFHAE L > TR E LR
e EHIRA © 11 s’agit plutdt de ce qui n’est pas musical dans I’homme, et
de ce qui lest déja dans la nature. A RHEL AP 25600 R)F)  (Deleuze &
Guattari, 2001, 380)
(EBAR R 77 T8 (S8 E O EEZF S ME b ESaE Lk E
ARSI CHY AR EY M - LK SR ATREE T e 86 e SR ai M E ~ FR AL - —
k o TEBNZLBERAIRE - SR B S M E R b Ll

80



W5 2 il w3 55 £ 20126 7/

MEE ~ F3 ~ TH ~ STARRANErEe ) AU A > GEIER) A DRI T+ =&
SR ELAER//N (majeur/mineur) SRfft ] ZMEIRVRUE » 08 TR0 EE (0 & 4400 58
FIRA o

(=) TH#—E8] (trans-historique) ¥y : &g K H
E S BEIR At i bk

TRERGTR AR e bl (o e s g R I - HEHRA S T —ES ) i
By o Bt Tl — s ) (127 - ALLIZEGE 5 2 MR R S E 4R - LIUREIER
BRI FOE EO o BN IR B0 91 20 F S P Em LA TR A o e M R e (Y
KPR Z IR R AR ) - ARSI s R O BE K

TR E R TR BB T A — 117 K9 4 KA KA AR
BETREr X Aty BB FRMaldd—HHA
oo BRAA—RFBHAR - — RS AHMAr—FE 43 - BHEKS
B8 E A MRRAL » R TRE A S ARG L R A AR
B RACHRLEABRETH > CAAEAFKTGEAZ » BRACA
HHTHEAZ s CRBEK R B TR MATCELE
FENRE B B R o — A AR A B ROR > MR T B - BAR A A o B —
ABERR 0 AE - RS —Ae s RBH R T @ o PR M EAF
B XAL WHFFTEY X > RG> FmRGRAEH > M
HT s — BT, -~ BIL > ARmFEE o (Deleuze & Guattari,
2001, 363-364)

Blan Ll Ty ~ TS F TRt o IR T ZE A BERN AR
ALK  TEUERE — TR AR ~ —REAR—HE - HE AR IR RS 2 S AR -
JeH A AT DI > #Eth AR SRR $ B ] iR 5l e (7 0y — R R (L ~ B > HEEAREE K
PFERITHT B o FHEE - AEEAVBLSENFEERE. M2 1 (Deleuze &
Guattari, 2001, 364 )

PR AnT R o2t RV 2 - AR DIHE DA SRS TEREREL ~ #7 - J
FEADET ) BRH TRt B0 TS RRMEE L o (R E IR RS 5 S AR LA
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ANAJHEERIIPEAE THE) HR -

Rl E) 2 B ER ARG E 2 A T DAZF e i e s T8 ) 8¢ T L%
SRIEETPURGIR R Y (362) BHEER » AR 20 R A FFFIEFEL (non
historique) HJANEIFEATEINY  $ZTERIGLHIERE - 18 Le/Filh &l [R{E R AR
R —IRER e i es (machine abstraite) ©

Pt LAJRE 52 72 FH RCHLIRE SE g A P BIE Y » AN IR RS 21 #1845 1 42 PO e ok e i)
RS & -

MIBRAGBRATR G ARG AR RERERFAL L RELRG - 7
BRAE > R AR AR F LR R EX R ERG - [...]
BRAKLIIANEE  §HTLEX  EX NEX YEXRRE £5
ABECRHAIE > CRBE—FEIIR o B E 2L b AL HIE L AR
£l30) (MARKACEERESRKEELYGALEH) o (Deleuze
& Guattari, 2001, 362-363 )

i THES (bloc) ~ T (autre) ~ THTRAL FaalaefrirBhrBERER
FEFR AL » 2R 5 SRR R AR R SR EV8 - & — (IR PRy T35
R VRl AR S HEB AR A R ES o S RAVER MR - FTRI 7 & 2 SRR
(B SR ik DURCE BB SRR SL AR Y - (Al RS B m] LU AT 2R 571
Hfteam AR HIRIE SR AR o EHER (TRE) & 5% M E R/ 5.2 —
SRR S S R 5 Al o BORAETEHE T -
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GIELEE (= % CRLP 3 59 (U R
GEEES (7 49
Bach Mozart
Beethpven Boulez
(1685-1750) (1756-1791)
(1772-1827) (1925-)
Shumann
Whgner Ravel Berio
(1810-1856
(1813-1885) (1875-1937) (1925-2003)
Debussy Stockhausen
Messiaen
(1862-1918) (1928-2007)

(1908-1992)
Varése
Schonberg

(1874-1951)

(1883-1965)
Cage
(1912-1992)

AN P IR A HH 38 e SE R SRR ARIE 2 (T ) My A AR EE ]
R o (RN IL LUE (G S ARt 165 F JR sk i SCER BT » % A3 i {1 = O ] 7
ZE| B - e LK) -

(Taa) ErEfm T TFrE BEAASE B A E — FESAY ) & BATE
o WE ML > RS SRR S LR BR (R - RS H A B RN H E
& GEREICRITHB T > EA LR SR BECIE 2 [H] - e TR S —RC1E ) WoBhik
SR LB o WHlE E ERGCRIMA S B B R s S LRy BRE /) - L@
it AR SRATH 1R i 2 15 0 SRR AR R A K

B RAFHBIE > MAR BRI ARG » R 8 AT A6 B
KAK » EAZAAFEARNITE ARG EAR  HHRIE > T3
BTRHARE » Bk B AR M IEH R4 BGES R AL E A
BILRFER o BMUAMLETENEL AR > (2R ARESY - BELAERXKE
B el Gy M ik LR s e R REHAELRIER T 2208
By AAR > AR L RIRAFRHE o A L REMRT - FFEFR
NAJEL e RIEZ R > mANA TS —IE B RAKIH > XA
BNAGBEIXBHARFEIM » g FRBIEKE » MAARYE » ®3F
AR R R IR G B—E 4] o (Deleuze & Guattari, 2001, 363)
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YN TREEVN (3 EF e NPl e DB S R )

st 2 (AR A RIS A Al RE 3 22 7O R s O AE 2/ » th N mTRESSZE A 50 2
Gt > TR B A R S 58 AL JE PR S R R S A Ty o (R 2R 5 | JER B IR SR8
FEE o SRR e G e — M TR L —ActE WORRICRI Z R BRI -

RREIFLFELHFAANE  AAZHRAEBRLZTRARLZ b
AR EE s —EEME S AY AYNLENFEL T (LRLHR
VAIE ¥R lE 0 AMELZHIVBR Y » B IS » AR EHIT
HEAR) o FiAFBRTEM—ERABE KRR [...) BAELA IR
AdH e (L) SAATALT AR EAEELRAFRELYEE
0995 ? Al MR T AR YR OET > —RERENHEE > A

RERENOATAX  BEXLARENNEREHNAELBRAL
#Z o (Deleuze & Guattari, 2001, 363)

RILLARER TR A —HEALEITE) - et — e ny » Tefmpy » sih
BB —TERGE ] (Deleuze & Guattari, 2001, 363) » A HEFHMERGIR (i fE
iy THRBEECER ) o TIEPEARERL TIEE —3018 ) WUBEIR R 2 IR BT L

& (replacer)

E R E S E R F
T & 72 ) SR & 2 )

g 22 B R = EE S ( (TEE) 1980) i B E 8L AT 51| 44
(Pierre Boulez 1925-) Y TZPygHeREeRef )  ( (FEARS HE4%) » Penser
la musique aujourd’hui, Gonthier, 2005) » H{EREEZ B EHEA (Henri Maldiney
1912-) thfigd o

()20 ERUR LR S SN S - 5 TR AL » R 7 28 Ttempol  (£fi
R EE ) Bl Tmesurel (EifH) 29 > R ALESBANE FE AR E
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gk o BHERNLMS - TAWBPUREL Wk TE RRHE ) AR - B ZH
) s AR SR TR S piEs RS LUESR (=) HUCEsEsR -

(BRI TecE syl R eI S oif et = wod 1 W TE X TS A A B P G U]
[FIELJEARENRS R

XA EMGTAETIME ~ FHe9sh > RARE > AREFEKR
Bl p e gdfe kA > RIFHEANKER KT XA
AR A G F o gk R0 ST R A A EER 0 BE T F
oA BRE—REHR > BERT—BEIRRE s A7 BETLARE T
ppdak B ARk 0 — AR ABE LGS RFH X F LGRS
BER o —AE R RA A 2 R AR E 09 ~ B 69 Rk By 09 F 4 09 3E Ik
GhEF R s B2 ZFRERAAERHL—AFHFAIH » URERER TR
B mALEREERILEK ~ RAEFHEDXZH o (Deleuze &
Guattari, 2001, 320)

R TREAR R Wk TERERL 3 MREE
(defaire) - MIFEAMZUZLAYSERTIRAR - (HAT#E =S KEL MR E - RIIKEE
A ZUGRR TR GRS AP » (8 AT RIE Pl 2 AR oo O AR TR e 2 H A 8
3% o

() A1 L 7P e ) Bl s )

MG e 8 R > FEERE Ttempol  (HFARYEHEEE ) FHH TAKE)
IRFfE ) B2 TIEAREDIGHE ) > 25 1CJRARENDY TG TR $2 0 T2Ryg iR/ 22
) B TR RERs /25 -

Lo —FEB 1€ [tempol (EHARGEEE) faith [NREHRRR] B I
Mk B IRE (]

£ CEHFSHTFEE) M- MGEE AT Ttempol  (HIFHAHEEL) S
B R eI o3 AR Bl Iy P B AR B 5 D+ AR IR I & A G RURe ] - 1
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FEAR BN T S € FZRERE (temps amorphe ) AHE FAFYEHER o TEME 2K - ARE)
IRF I A AR R (U RS THFRE RS A 1% 5 | S HIRF s s ] > Fe M — e o) ~ —REASEE
SR SRERYECARARY - (H—E 2R : BkEH  (Boulez, 2005, 99) ° ffi
S 2R FRE S » Sk [l B SE R FES, » SEEE 2Rl - TRIZRTE
—EKEERE E M EI 2 iR 2 24 HhEH) ) (Honnegger, 1976, v® Tempo) ©

G281y B SRR B R - BAGRIIRHE - BT B A/
RERE > DURCO B RS 5 152 - h e oMk 9 AR S8l 4850 s A ARy e St 2 B
X BRI an B AR R AR > Bt DU AR sl B A B R 2 28 KIS (largo,
adagio, andante)  F|T-JUIHC » FRFFASEHIEH] » 52 2IEHHES R RIAHRE -
BT s O YR R R 1S % B T RIS A S S AR 5 B > S/ NI BR (barres de
mesure) (LARISFERHE LMl 77 > R —THETZREEIRIT 7007 ) - SEREHY) 1052 5eAL
A DUSE RS BARE AR T L - 2 B — Mg s IR B L RN » ARSI 3838 R » f5RAY
IRF IR - 457 17 E0EMEIERYRFE > MHEETE (mesure) - IR RAT
A EGEEEA AT AR -

AN ER » WE CRIEERIEGAS) ~ JME (BiHNEEE ERAR]
iR ) AT TR R > )G S (] s S AR o

FEAT G SL 1) 73 A > ol IRy ) e I s fs ) 52 B R AR R AR 1« 2 — FE T
PERL R ERIRRUH A thik2 DL MR FIEE E B R AR e o 28 — Rk IRk 2
CHINRENIRF ] » @ HEE — MR R - FAn FI SRR - IRBYIRE R 2 DO
) > EEREORCHEEVE > S AE R B AR [ TE RN ~ &
RA RIS LR G IR g IRF R 5 31 IS e 7 T B (IR B B H < BRI 43R » B ok R AR

(Boulez, 2005, 100) -

2. 565 _FEBY : TRIENREN [ TEIRGR fith [ZRHaisefe)/22E] ] Bl
[ {pRSCIRR [/ 22 ] |

BN ZE IR BIE » FER LA B Ttempol  (ETFAMEE) HEBIR R
O BRI R 4 IR ] - AR A 440y THEETEIGTETD (le
temps amorphe ) ° {E#NLLAAR » EANYI LB EBEE PR By - (£ B2
BT TR AE- O T B ALTEN B2 58 S5 SV JEE I ~ AREATE HIRVENZE (Deleuze &
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Guattari, 2001, 29-30) o [tt MEEFRFRE] ) RERE T B S SRR ¢

AT AR AR LR M > ML RLEN XA 5 LR > fEFE AR
YeAp) 3 R A AT e 6948 7 0 R —AERF MG RAR R R () o &
THEFRE » AR E F AT RE — B AN —AEE R (un

temps global chronométrique) AR » K BEA % 69 3 B 74 & T B M
b33 AR AR E E M % > 73845 A 4842 (indice d’occupation) (Boulez,
2005, 100) ©

th@ i TEE IR B AE > An 91 L AHRECHR S 25 i g Y R R A
MR AT REURETE - IR E TR I I A S E R HE AR HE (aucun
repére auditif stable) ° {EFEABITAAIARE VIS EATAE » Y2 —LEM : TE
IERYF YRR e R Z ) &% (le véritable temps lisse est celui dont le
contrdle échappera a I’interpréte.)  (Boulez, 2005, 107) °

o T RERF Y S R U (R < P IR TSI A R s AR R T Y
Egh o WA B EM ARG - AR ~ sRDAE SRR (densités,
intensités et flux sonores) ° FLAHEYE » gl [ —MKBIAEI)ELE » HER A
SRR S e R H — R A (LTRSS R AT eE ) (Boulez, 1975, 89) - {4l
T ZE AR o 1 EE B R M BB S 4 - RS VR E R A EE B

(vibration électronique) FLEE+ & AI#E% » BHREES] - % 4EEs i il
LS HE ENE - AR VI am B e TR [RI 26 — SR -

HEFE AR > A1 51 2% B 71 g 1R[] Pfe 56 3 ) {68 72 2 B S T2 R D (fluidité)
ME ARl & R HIE R TR BOCIE RS » oK DITHYBENR ) (nouveau
filon) - A%k B CHYEFSEME B REMG TEMmE) - WEH A E ~ HEE - B
oA AT 2 e o B AR B - 38 e S DL T e 2 R R A B 20 5
iRl o #8152 > PUGIFTHAN DLEH AL wERE R > i st s [l 2 LAE T SR AG w8 I H]

(dans le temps lisse, on occupe le temps pour le compter ; dans le temps strié, on
compte le temps pour I’occuper) (22 Boulez, 2005, 107)

EEAMYLER TRE) ~ BB ~ BET ~ BN PERR S 1 -

(HEEPRE EAEHEE NS (fluidite) VEE B L BT LUE ) 7R HE R R {558
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il TERIG B HEL RS RO L B 2 8] » — TR DHE ] (Boulez 1975:83) ©

ASVERIE H H B G < [RIRIAH EL1E > 2RI AERR (RIE 2 R ARE T2l Al
TEE B E 2 R E X 20 7 Sek[m SR E B AE B 2 A —fE R A
flt - e B B R SF Y Y B R - IS RaiE (BlE B
LB GAR - TR B AR R K LT 5B mRASLINH TR ER) -

BEME ~ W EAEER PN - i BRI EOK - R A
LT E SR o (R TEZRE (norme formelle) ~Z FE$HEAIEHH » HE
T E R IEE 2 ERLE -

(=) & MEEBhei]] AR TEE]  (coupures) HBiEL

MAze e T+ ZF5FEl ~ %% (musique électroacoustique) il
Hinass R TN BlE  mEESUETEainy i
(coupures) JEZHE » fEFEIEAIGRALITZZEE » ZEABMRY Ttempol AN o
£ (BHZSHES) > Myl iez=zim ARt sy (série) WHAE
(continuum) MEE @ TIRAEIEETHIFISIEETHIN ~ L) ZHIEY FLaE - 5
ZEFEI B L IE R o DA B (-l St [ 2158 (i £ 2 2 B o (I E— 7 i3k
M5 EEAEE S » H—TEs [ B ma AR » B SR Z2E M 2 E € J
(Boulez, 2005, 95) ©
Ay g Fral TEAE ) faR 2 Re 22 Mn — B2 5 — B FHE I TOUITRE » 1M
T FH A S P A R A B < A i . TR EHIY)E] (couper) ZE[H
FIRTRENE » (HHAERUR 2K M B rh 2 [l Faes - HI P R A o8 e H
A REER R o EEE R E A RE A S o N E RN & A Bl i - R
B | RFERAETE S ESR ] Ll (Boulez, 2005, 95) ° {ERE 2KEFAYZE
ME S YHEREER) (physique) ° @A HREER] (physiologique) ©
{EMHIETN (coupures) [HIRE » A%l 2k $a HWIAEEEFIEEZC (modulo) @ —FEHAE[R]
BethE&a TRpZe A g 2o i) 2 EriE Bl 7 2 R EIERE
72ff] o T —FEEARYMESR AT € » BRI AE E#r » B—8 > AR ~ NIRE
(..) » HHHAABEMEEH T (Boulez, 2005, 95)
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[FE 22 RO SR e S () IRBUL > WA s JRERE 2= R
B IERUAS AR 22 - (LU= TE2RRE M » R RMERRAFEE 72 A
(Boulez, 2005, 96) ° MRIREZE[RIEAHFIKARIBHTR © TomAlzemlrg P 22
] > RPE R S AR 22 ] 5 2 0 IR > A SR R B T SR 2R 2 #Ca T 0
REFIEHY o SRR RS 2R 1 22 ]

a se confondre avec un espace strié ; inversement un espace strié, ou la réparition

(un espace lisse fortement dirigé aura tendance

statistique des hauteurs utilisées en fait sera ¢gale, aura tendance a se confondre avec
un espace lisse) (Boulez, 2005, 98) o’ AILLER THEE TR (S Am a2z El
e (es0) BLEACHE (P ) AYERHE

(= F50H 5542 R&)

LEFLm
(Espaces homogénes )
AGER TR
( Espaces striés )
1L A 8 1 s P pE e I8
( Coupure déterminée, fixe ou variable )
aF LR B/
(Modulo fixe : espaces droits )
b s g B
(Modulo variable :espaces courbes )
FED(-BP sfEBRY )
R E
(Focalisés, Non focalisés : Un
foyer, plusieurs foyers )
2 F s g iy
(Modolo fixe ou variable )
AT T FEER RPN T B
( Coupure déterminée fixe :
espaces réguliers )
bt PR R LR 2 B
( Coupure déterminée variable :
espaces irréguliers )
BE (- B s REBBEY )
AR Een
(Focalisés, Non focalisés : Un
foyer, plusieurs foyers )

1124 F ’F‘FS“ &
(Espaces non homogénes )
B.- T = R

(Espaces lisses )

FRERAEE LG S
(Coupure indéterminée ; pas de
modulo )

LBy )
(Répartition statistique des
fréquences :)
e R 1 s
(Egale : espaces non dirigés )
3308 ey P —B—v
(Inégale : espaces dirigés—
pseudo—foyers

TRERGE (RFEA)
(Espaces lisses/strié :
Alternance, Superposition )

(Boulez, 2005, 98-99)

(BRI - (EJERE 22 g K b - A7 51 % LRl 5 202K — g 2

PRATRGHL > RPTRN (FHE) 85tk
R R ERSE AR OF R ER

[P 0% 2 B R A5 6980 3F ~ ik &

(I’espace lisse ne cesse pas d’étre traduit,

transversé dans un espace strié; I’espace stri¢ est constamment reversé, rendu a un espace lisse. )
(Deleuze & Guattari, 2001, 593) -
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1 H AL (auto-discipline rigoureuse) = BIFE R P vk 00 i UK REAR R -

MRS E - AU TEREHE » BAERLS MR Sk < W] » WARE

—FE TEREADEE)  (Boulez, 1975, 83) » thmt/@ isHE B 200y AL B EE I

P> BRANEL ~ S)RE ~ RGO TR BEE ) TR ILRLE —HE o EAR Y2 EAEA - SR

FHHEME TR HEEM]  (réinsertion de la forme) F5k » 18 FHRAI{EE)

25l TRREIEX ) (affection du désir) Bl THRERE)  (protéger du chaos)
(Deleuze & Guattari, 2001, 189) ;E#IAE BT -

(=) TEBhLL7P i 22 ) Bl 22 R

T 8Eh 25 S AR 91 2 i 7 Yg e AT SRR R IR L 2 38 - W0 e llfg T - — B 3
LR R R > EECET R TE AR B E RS S EAGR -
BIFrRE B AU R EE 5+ B8 LU AR filaR - 5 m 588 ~ e ~ 882 - 9
BELMISEEE (Wt dily ) FFidl » SEITIRR S ~ 8 ~ BURFHEEER L - 56 2%
i SR RS

B“EENR (TEE) WETUE (1440—FHEEEERD o BLE/Efm
G288 W fiaaE A FEAE | o (EE 4 ~ WgE ~ B WIBHERRSE 2 (Jhihat
flo) AR > ETTRURELEE 5 L M (multiplicité) ©

HIEHEE (TEE) 1% (1837— R ES) REINESRK
K BEATI)FR GG > KRB 73 BB A B 7R W W R S am o A0 T B (6RAI0E 4E 1Y
EliE (Jean-Sébastien Bach 1685-1750) ~ &FL%; (Wolfgang A. Mozart 1756-
1791) ~ H% 7% (Ludwig van Beethoven 1770-1827) ~ HHEX (Hector Berlioz
1803-1869) ~ &7 (Robert Schumann 1810-1856) ~ #EF&HH (Richard Wargner
1813-1883) ~ HRMEHTEE (Modeste Petrovitch Moussorgski 1839-1881) ~ H:{4t

(Georges Bizet 1838-1875) ~ HELHS (Emmanuel Chabrier 1841-1894) ~ #Ef
3 (Guiuseppe Verdi 1813-1901) o

1. fER R BHRERU LS e « BhIR R
TEAGRRL 2[RI A I - (R88h S Fis th vy B S A a8 5 7 (KB ) T i
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B LK AR T TR E Y

W B Bk 6 BT > AFECGRE R AT ) R —A& > KA R 9 XA
WA RA T e 6 & B R KT d kAR o (Pour
en revenir a I’opposition simple, le strié, c’est ce qui entrecroise des fixes
et des variables, ce qui ordonne et fait sucéder des formes distinctes, ce
qui organise les lignes mélodiques horizontales et les plans harmoniques

verticaux.) (Deleuze & Guattari, 2001, 597)

FH 38 SL s HII A il € 00 B B & 84 E o o R il 8 7 7 B o 1 S A LY
BB (un systéme stratifié) BCENIRRA (Deleuze & Guattari, 2001, 361)
s BEEARIZARNY ~ SRS R R o (8 fiitian T -

B)

g

l_

%%ﬁﬁ%%%i%(ﬁﬁﬁﬁéaﬁi%amxﬁ@hm%A
By) » MBELRZ—RBHFX  —HBRAZOSLBRGH A - A
&ﬁﬁ%%m%%%%%%’%E’%@%ﬁﬁﬁ%*%ﬁﬁﬁﬁo
THEREF AR TFRF—MFEESR > MASERTFITHRL S » KT
BAA LA KT T RE > A EBEREN L RERREZLE
B AR R — TR RFRE URE R —EAHF &
E@L°ﬁ&’ﬁ%*@%ﬁ%f@%@%&*%ﬁ%ﬁﬁ’%@%
‘%ﬁkjo(@%ﬂﬂ%ﬁﬁ%ﬁmﬁﬁmﬁﬁﬁm@%’%%
BRHEIE 2CE S4B B (7 1)
Aﬁﬁﬁﬁﬁﬁ%ﬁﬁ%@ﬁﬁaﬁiﬁ%W%’%mf@%%%ﬁ
%%%% Bl HERAG > — RO TIERAEF LY T RAEA AR
B o EIEAA —AERR 09 MK o B B AR F T AR R4 B M R AZ a9 K
ﬁ(& S0y ) o e —EE G TR B A WF RS EEF ﬂ%%
B (EZE) > HETHBEL > RAEFTHRA - S5 B
A—FERA RGBT AR RE X » LHERRTHEH
BRI G — R R RIRI B RE » L — A TIEAT o
FTRGBR QBT —HEEGKTR > KETR o o EER RS
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P S0 T AR

—AL s EANR o BRI R o AR S — R R B A AL R
WAt s A—7 @ —F8RER—BfHgEam BEKFES - 2
TRRBEAL s HZEMK > RER—MET > RRARBEEDRGPE
#F —# o (Deleuze & Guattari, 2001, 361)

FEIRRL 22 RN AREY T » 58 S RME SR B SR i B R B ASIREY ~ [ERy ~
TR~ AERERY © BRIEELLURCE AR o SERIIESES - IR E M AAE R Rk
FERE » BHIZCAE R BEELRG ~ (& — 62 5 —REAUE (L1 82 - 800 BB & TR Bl
H A BB (RAU BRI - T 28 SR R BT o ERREHITERE L » ANS1F
HLRE H SRR Bl LA PG RS G4 (iR 2

7@ 1 168 AL 22 Ta] A B2 - 1 B 44 0 OF bl B B IR SR R o B R R

(représentation) » T {LUE 25 Al BH > FIERAG = A AA BlS R R 14« — 5T - 0%
A TGS - H RSO HNT R 2 ~ #E A ~ JURBfR ZBEIE L - TERYE
EREVERIES 5 55— )5 » FHERURE A8y » HEEERME N E T E - 18
ik )M R =P TR AW G IR IR (ST

2. TEBhIRENPHY 5] W3 « BEEN THER]  (systéme

nerveux)

[P PE 22 TG AL 22 ] 1 AU AR o > FEh ZL i B O B BERCERE A T
#ER#E 1 (systéme nerveux) [ o ¥HEIMNE » IREH AR TAS »
M EAE R & L ERIBAGR - KIICEEE Y THE ) 2 PAE HE RS F i AR IR 21 0 Sl

(culture) (IRIEZAGR A @ FEI—FE S 4 8AE ) FIECHE (mémoire) (ORZK
HERE R RE @ SR ERZ ML ) o 1 1F Sl a2 A i) SO B AR < T E
B > R TSR T BHE TE8 - HRE 2 MEIEEER
T MR T7F)E44])  (musique planante) - WHLEEEILLATERA TR
PIFIFEI E4 ] (musique flottante et machinique) ( Deleuze & Guattari, 2001,
320) o B¢ [ — MR FHEHMEEZR ] (une machine cosmique, capable de « rendre

3 34 4~ B Francis Bacon:Logique de la sensation, 14 % 2k %, 2002
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sonore ») ( Deleuze & Guattari, 2001, 424) -

B R R SRR B HHUS - AR E B PIYIRE S A o KA
T A A e & 4% - HASR AR - BE M ERIES - IEE S 2
HIBATR ARG R o SR 25 ZOR SR A0 Bt MR DhRE » thIRaE & 71 e A e
FIFIEEEAR NG5 - MBS S WA AR 2% 3R E % - MTERIEH W
b (ontologisation du matériau) © P25 FEEAEEMEME Tk » HEZ—HRL -
EAEEETES TRCRSEN AR ~ (RELRY ~ JEERRIERY » B R MERR Fr A A o (8
& 5 E I EE T A E AR T8 ~ 700 ~ IEESA B EE L -

S .2 TRk B AU S (A i am 5 AR MG B 7T =X - FRRE « FEDh
R 480 ke T 2N - GG A Mt - mEBEIREANEER
o HVAE HHRERI M E BRI - SRR AR B 44T | AR EE -
VR BA BRI EEAEEEE - PR B S8y - AHEAERES
—HEIERENER ~ dERfgm - MAEEERENGE » ERIMEEREME —1EMm
MEIRAGEEEGR 5y » R E R TS SRR (systéme nerveux) * HINA[HEH
(A Al e r] iRy E 2 (F4EZ=MIE) -

TEENIAELR L TEPNEI ) (ERI A Sk Ry 7 -

=3

ERRFLRT  RUBZORB @G > BEEBE T HLEE G4
B RE G iES c BRikR— AL FE T a6 » XL
By M E 0 5l B EAEFE S 69 R B (I'imperceptible) ° B ARG R
REAERER » Ay TH AT - B EZAR R
st —H a9 —%H (ZFEFE tEFE -BTEFTH) o
RA AL G H B — A2 M 89 A2 (Aion) ° FEa9F LT FEMR B
Mo G ERATH > EFFLIH M ERE T REGKLEN -
(Deleuze & Guattari, 2001, 327 )

o pe

i EE L&y TR ETE S 0 — )7 IhRE & 4% (musique fonctionnelle) ¥
Je EINR BN AR ELZE ] (temps pulsé/espace strié) fHiE » HH LA E G BRIV
KA B — B IUASHS - IR E g AR — B A M B el RrinEE « 55—
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JIHRIEDIRE S 4% (musique non fonctionnelle) » HYFE) R Ko IR B ]
/G Ze A > LR R ARG AR & > DU E B M S RS R (systéme
nerveux ) * —FE{EEHZLFIAREY TIZENMERIHGEE)  (écoute immédiate) o FLFEE
LR TERN AR TPE o F A 0 TETE A Z T FHY1  (tous les devenirs sont
moléculaires) (Deleuze & Guattari, 2001, 379) 5 HEEH ~ QTERERIEIEIZE ~ NG
R TEEA R e R B RS I RCR IR HI ) (Deleuze & Guattari, 2001,
379) o

fEaEis o T ZEEAEE - af DI BES 208+ LB =il &
YA B AT AR SRR S 1 © — R B RERR A » SR B MR - B
WERIN R FE Y2 H T JUtHAC B LA — 32 51 52 2 BRLACAE B0 B R an i & 4408
B o BIATENSRIRKAG ka7 o 48 Bl sl KR 1S < BR — (B S MRS 7 5 BE
AR EL R M BLEGIRM B TE SER S R o b MRS e N
MEF T EEE - GEIR A B T E B SRR R 5 B GRIRAY o i 2 2 4%
b (E RS S A RS RO — 2 — EL MR A R MR I 2 R
% > R R0 R A0 2RI REHE T XA il A 1 I e 2K 5 7% S R A
BEIEE S PY (Claude Debussy 1862-1918) FIF#ER (Maurice
Ravel 1875-1937) HI{EL » DU BEAER) + & S48 % 89%E H 5% (Arnold
Schonberg 1874-1951) ~ H#% (Alban Berg 1885-1935) EilZiA ( Anton Webern
1883-1945)

B AR - AT & AR S IR R - DU RHS K 3R Y B
FREFEL 4% (musique électroacoustique) * AI1E HEX (Luciano Berio 1925-2003
BRI R » BEREFEE2FE) ~ e 54k (Karlheinz Stockhausen
1928-2007{ER{FH X » RS FEEMEE S ZERIL) » HEERTENHE

(John Cage 1912-1992) ~ 2% 55 (Béla Bartok 1881-1945) ~ #5f% (La Monte
Young 1935-) FI5%E& (Gisele Brelet 1919-1973)

TEM e LRI E - HEIVRRZER TE% ) AL TR 1

TR RET 1R 29 ¢

Ak o e k% & (Karlheinz Stockhausen 1928-2007) #= B ¥ B
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(Luciano Berio1925-2003) #% @ia4f £ £ 8547 & & 7 X, - # A 461
Frdtdneg — A5 M A » RRARE L& (Beriof£1’Un-Foule#dle
Dividuel#2 » # & —H& 4 & 897k 9k » — B H populationd i =k » 71 IF
A£1’Un-Tout®) £ i 424K & L #6979k ) ° (Deleuze & Guattari, 2001,
421)

S 2 SHRE ARG R 458 E) - FA b IR R GRS - 58
EAER VS R RE LR - & (A ahpr I (CE 48R0 - (ERATRRPE L
TEAGRRL Y 25 — MR o R FEDR -

e N
’#ﬁr‘é{ _‘l»ijf%r N jff’fh"z”’zkpj%l_
r%‘]ﬁ: (tonalité ) E E‘JJ IF:'[ & musique non fonctionnelle )
jfﬁ:jﬁ] i 2BY= *“ jﬁl ( musique fornelle )
( musique fonctionnelle ) L: \ﬁé j‘l‘ ( aformelle )

i

(' musique fornelle )

REEFK :
Er % % g F & (Claude Debussy) ~ 3254 &
(Maurice Ravel ) o = § 7|48 & chigs o &

SRERELF
B & v e4F 48 (Olivier Messiaen ) ¥ 7 + #-8
7 f. 2 %K (Luciano Berio )~ #73¢ ¥ % % (Karlheinz

Stockhausen )’ 7 % ¥ Bk 4 4 ¢hdd (John Cage)

BB S EF R AL SRR MREY
B sE Az B

(TRG) SRR RIS 7R i R RLRAS - (B8 T2k <<i*
R REEEE) B (ERL 1) HISE AR R S W R A AR (5 o A& HI5E
@,\na%@) — T RAR o R A S S FH A RlAE 2 A aikam 1) £ e ﬁﬁ?ﬁ
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18 ) 2h ) B B 4R A

HM

& o R B A R GE - G20 W T EE s am B 2R - 55— Mo M oy B 2 Y B R
FrEAIEIR - 55— \*ﬁfﬁﬁéﬁ'%ﬂ%_ﬁxﬁwF'aﬁlﬂ’#ﬁi?_ﬁ'l‘élz °

%%@ﬂu\?ﬁéiﬂﬁ@mmﬁ’ﬁ%@ » B TR R S TR R BB R - SR
BRI CHUVRTI) a0 [ B AR SHE R IR ARSI HY RS (WEk— Bk ~ & &
WrkRsBl R KR ) - HTE BRI REE (58 —(E5REE) - B
FHEREAHA N AR AR Gamdiny - gt E 28k (BIGEE ) &R
TR G A1 IRs P AR 20l gt |- > F 48am SOt 7 R IE RSB RS © CRERE
YELFRIARTEY  (Spinoza et le probleme de 'expression) {HilE HB 1 CHEACHY
KRB - HRCR B - CROERE 1 RS W EB AR SR » ©1F
FERS PR S B R (E M 2 B n) 2 (B 1 E 38 B =R s #R A SRk e > Al B 1%
WA ST -

B A MR AL o R AT DU R T8 b i RS ) R B« R egh 2kl
LURR e % il s B 58 e JE —ITRURSRRGR © 38 70 Al Eﬁi**ﬁfﬁiﬁﬁL}ﬂZE@f@%
oanam (1981) » LUK R R am Fr s A ) R aidkam (1983821985) e

&~ 4%EH
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SR EirEmE 55 A
2012F 7H B 98-115
SN N\ SO OV 2R U BT 22T

Eifiy b PPYERYE S EAAML

PR35 5 ¥
&

SRAIT A — (N SR L 2 PR W) T 2 PO S ol i Bl
VEERS SRR 25T 2 U RR B (R AL - Fpnll R e R S BT B o sy S s
BALIE O E ZEAMRAS L Hp - O o SRR s B R\ SO 3R 8 A R [R) Rl
TTHIRAGR » T+ IUIFC B A SRS 2 (R 28l g B VA pl— T SR » B
He BALEE ) A 8 785 e P RO ARt 2R T IR JE o A SO 2 s ks 17— {1
T B 3Rk 5 v S N HRSR -+ it L FR — ARG i R SRR SR ] 25 3 B A A 3k
SIS — Bk I ERE SR RIBR - 3RS (R R 2 e RS M Al ERE S
R e o i RIS A AR S BRI R

BrSaR = FEHTE ~ SelR ~ WrETE ~ JER 1~ AL

* B 2% oy BT R 2 A A AT T AT M PR B 3R AR
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The Linguistic Alienation of Art Spirituality

CHEN Hung-Yi*
Abstract

The concept of Art is developed after the Renaissance in Europe. The spiritual
value and importance of art are interpreted in various ways and legitimized in the
Enlightenment period. The development of Enlightenment and Classical Philosophy
in German with its focus on Idealism parallels to the development of Humanism in
Europe. After the rise of Modernism in the 19th century, the autonomy of art becomes
an important value corresponding to the class consciousness of Bourgeois. This article
intends to conduct an archeological exploration on the spirituality of art. The article
discusses the ideas of two important thinkers in the twentieth century, Theodor W.
Adorno and Walter Benjamin, to reflect on the limiting concept of spirituality in art.
With the Linguistic Turn in Western philosophy during the 20th century, language
becomes an important medium to carry on the spiritual meaning in art. But the
Linguistic Turn also gives chance to the alienation of such spirituality of art in the
inner cycle of linguistic system.

Keywords: spirituality, transcendence, materiality, Nichtidentitdt (non-identity),
alienation.

* Assistant Professor, Doctoral Program in Art Creation and Theory, Tainan National University of the
Arts.
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Exploring Native Peoples' Art & Spirituality
on Second Life

Mary Stokrocki*

Abstract

This participant observation article explores several of the Native People (NP)
sims on the virtual world of Second Life as a place to understand art and spirituality
with its various meanings that ranges from centering oneself, holistic instruction or
interconnectivity. Second Life offers avatar participants opportunities for touring
a site, meditating in a peaceful place, joining and attending meetings, participating
in social rituals, purchasing Native goods, sending notecards, recording chat, taking
photos, storytelling, networking, educating, donating to a good cause, and machinima/
film making. In so doing, participants can learn/debate such NP cultural stereotypes
as Indians as mascot, clothes as regalia not costumes, and Indian giver and give-
aways. Since NP spiritual life is complex and involves ceremonies (prayers, songs,
dance) that the public may not attend, two astute Native art educators discuss what is
missing. The article ends with teaching implications, notably through a machinima of
presenting a spiritual ceremony in a sensitive way.

Keywords: sim, virtual world, centering, holistic instruction mascots, Indian-giver,
ceremony, Quadratic Pedagogy, machinima.

* Arizona State University, Professor, 2012 Fulbright Scholar
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Exploring Native Peoples' Art & Spirituality
on Second Life

“In our times, Art is more important than ever. Art is a way to expand and to
share Beauty, Love, Light and Wisdom. Art promotes peace and enlightenment.
Art and Spirituality are always linked. We are here to create a forum where we can
debate and promote Art as a Spiritual Path. Please join us to participate in our debates
and conferences, and to share information and knowledge” (Notecard, Spiritual Art
Group, run by Hermes Kondor at http://slurl.com/secondlife/Airtol%20Hill/76/15/63
(Stokrocki, 2010).

The concept of spirituality ranges from a person’s fundamental immaterial reality;
an inner path enabling a person to discover the essence of his/her being; or a people’s
deepest values and meanings. Spiritual practice usually involves meditation and
prayer. Tessier (2011) however, offered ways of exploring art as a kind of centering
oneself, whether a participant is involved in art making or exploring art. She said, “---
making it (fear not: no artistic ability is required and, unless you want to share it, no
one will see it but you), viewing it, meditating on it, and being in it (exploring postures
of our own choosing and natural settings, as ways to call our bodies and spirits to

prayer simultaneously).

Spirituality in Art Education as Holistic Instruction

A holistic way of thinking seeks to encompass and integrate multiple layers of
meaning and experience rather than defining human possibilities narrowly (Miller,
2009). Educators who adopt a holistic approach, in all disciplines, promote a sense
of concern and caring for teachers’ and students’ relationships with each other, the

community and the natural environment (Gallegos-Nava, 2001). These goals are
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based on the holistic philosophy that everything in the universe is interconnected with
everything else (Miller, 2009). Furthermore, holistic art education connects learning
and encourages reflection that stimulates human awareness, including emotional,
physical, ecological, cognitive, aesthetic, social, cultural, and spiritual aspects of life.

“Because alienation and personal fragmentation are thought to be two of the causes
of many of the current national, global, ecological, and spiritual crises, a holistic
approach is urgently needed” (Seymour, 2004). Such holistic education is based
on the premise that each person finds identity, meaning, and purpose in life through
connections to the community, to the natural world, and to spiritual values such as
compassion and peace. Holistic education evokes an intrinsic reverence for life and a
passionate love of learning accomplished in different ways (Campbell, 2009). London
(2007) referred to holistic centers that promote expression of well being and high and
deep encounters with life. Second Life (SL) similarly offers holistic resources for
artists seeking a home, an office, a gallery, and/or sustaining a location for spiritual
contemplation or inspiration. Furthermore, Campbell and Simmons (2009) edited
a book, entitled The Heart of Art Education: Holistic Approaches to Creativity,
Connection, and Transformation, offering ways to explore spiritual ideas in schools.
Similarly, I published a more radical publication about art and spirituality on Second
Life (Stokrocki, 2010).

Second Life

As a virtual world or digital metaverse, Second Life (SL) is entirely constructed
by participants. After a year of wanderings and doing empowering research (Stokrocki
& Andrews, 2010) there, I was in great need of spiritual inspiration, so I accepted the
challenge of writing about art and spirituality on Second Life. I searched the terms “art
and spirituality” on SL and came across eleven notices, and found the Spiritual Art
Group with 390 members. The group proposed, “Art is a way to expand and to share

beauty, love, light and wisdom.” It also promoted peace and enlightenment, a search
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for meaning and a type of holistic education (http://slurl.com/secondlife/Airtol%20
Hill/48/71/7)). People do not need to travel far to explore art and their inner life or
spirits; People commonly regard inner spirits as feelings, strength, souls, character,
will, and/or force (Wikipedia, 2012 at http://en.wikipedia.org/wiki/Spirituality). SL
functions as a location for holistic education in that it provides free online resources
for developing natural health knowledge, offers international networking of artists
with similar interests, and inspires artworks beyond self-expression to cultivate mind
body, and spirit.

Just visiting Second Life, one of the most popular virtual worlds will reveal
inspirational Real Life Countries and Second Life lands, role-playing sites, educational
places/universities, and many art museums/galleries to name a few of its functions.
When [ searched the words Spirituality & Belief in SL, I found over 300 links such as
established religious sites (Anglican, Buddhist, Catholic, Coptic, Mormon, Unitarian,
even Muslim) and such discussion groups as Alter-natives and Ecospirituality People
on the Second Life Destination page (http://secondlife.com/destinations/belief).

To broaden my horizons, I have visited SL meditation sites, such as Spirit
Mountain, run by Adeptus Brenner. Some of the group notices that they sent were:
SPIRITUALITY AND THE HUMAN EXPERIENCE -- Chat hosted by
Spirit Soulstar. Share your thoughts about Spirituality and living in today’ s
world. . SPIRITUAL CHAT on spiritual subjects that interest you. [Outside
the welcome center on the patio]. CAMPFIRE CHAT subjects are - The
Spirit World we live within, Spirit Encounters, Out of Body and Near Death
Experiences, Psychic and Spiritual experiences. [Chat is by the campfire]
HEALING CLINIC [6 pm SL time 2nd Tuesday of each month at the Into
This Moment (ITM) @ Healing Center; YOGA & MEDITATION CLASS
(check SL Ashram for days and times). [Group Notices are sent out with
Day and Time]. I published my findings and discussed the conclusions and

implication.
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Methodology

In my earlier publication (Stokrocki, 2010), I wrote a participant observation
(PO) study of one location, Spirit Mountain. PO involved three stages: Data collection,
content analysis, and comparative analysis (Stokrocki, 1997). I collected data by
surveying SL sites and offerings and interviewing some of its prominent artists, using
text, e-mail, and voice mail (Chen & Hinton, 1999).

I also participated in some of their workshops in trying to understand why this
place appeals to them as a spiritual inspiration for artmaking and appreciating. 1 did a
visual analysis of my many photographs taken on this site to find their essence—inner
meaning of the photograph, and consulted two meditating outside art educators as key
informants. This initial study consisted of two summer months of daily explorations
and continuing comparison with related literature. Such qualitative research
emphasized understanding and explanation rather than rigor (Labuschagne, 2003). I

discovered artmaking rationale and inspirations.

Native Peoples’ Spirituality on Second Life

In this paper, however, I will take a different cultural approach and I concentrate
on some of the Native People Sims: Spirit Nations, and Red Rock Mesa. Since I
lived in Arizona USA in Real Life, I have presented over 30 publications on my
qualitative research studies with Navajo, Apache, Ak-Chin, Hopi, and Pima/Maricopa
Native People (Stokrocki, 1997). (See my publications list and website at Mary
Stokrocki Home Page). I mostly document the prominent NP sites and to add validity
to my findings, known as triangulation (triangle -3), I added two other Real Life NP
reflections. They are familiar with Second Life and offer cautious words.

On SL, explorers also can find several Native People discussion groups

(e. g., Native People Tribal Nations, Traditional Sioux, Romanian [Native]
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Community, Eastern Woodlands peaceful role-play, First Nations 1, Real
Native Americans, Northwest Coast, and Oshkibimadizeeg-New People). My
major research and questions are: What Art is made in Native Lands? What
is Native People Spirituality? What is missing? 1 offer suggestions on how

participants can begin to explore Native Peoples Cultures within Second Life.

Suggested Ways of Exploring Second Life

Take a tour. On many SL sites, the first thing the site may offer is a tour, whether
it is an eagle, horse, or carpet to jump on, to explore the Native People’s (NA) site. At
Spirit Nations, Home of Many Nations, an invitational notecard invites you to jump of
the eagle’s back and reads:

We are Natives from many nations with both Native and Non Native

members from all over Mother Earth. We discuss world changes, 2012, the

Mayan Calendar, religion, spirituality, politics and anything else that comes

along. We are Native-Themed but not Role-play [sic], so Native clothing

is required, but not compulsory for our regular 1pm events. Furries/animal

avatars are also very welcome. We do not judge what you are but how your

heart is. Please come in peace, tolerance, understanding, love, and an open

mind (Figure 1).

! First Nations group solidifies all aboriginal peoples to promote events, businesses, etc. Indigenous
Artists.
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Figure 1. Jump on the eagle’s back and take a tour.

Sit and meditate. One of the most peaceful things to do is just to contemplate
in some quiet spot in Second Life (See Figure 2). Some Native People love to sit and
follow Mother Nature and her creations to gain inspiration. Meditation Place where

different birds are singing, frogs croaking, and lightning bugs flickering in chorus.

Figure 2. A Meditation Place
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Visit Native lands and sacred structures. Because of the Hollywood movie
depiction of many Native Americans, many international people could think that
Native people live in teepees, but some NA gathering places are wigwams, round
hogans, long lodge houses, and wickiups, a domed room dwelling used by certain

Native American pe:oples2 (Figure 3).

Figure 3. Meeting place and different kinds of native houses reconstructed here.
See http://slurl.com/secondlife/Spirit%20Nations/22/232/23

Participate in social rituals. For example, the SL Native Lands Powwow
Circle - Dance Area — Indian Territory Red Rock Mesa Arts Cooperative, entry gates
match the four sacred directions (Figure 4). The place honors Fallen Warriors, Elders,
and Ancestors. Whereas SL features 24-hour entertainment and interaction (music,
dancing, role-play, etc.), you must join a NA group here to get instant messages
(IM) when the avatars meet and hold their ceremonies, including the powwow.
Contemporary powwow is a specific type of event where both Native and non-
Native people meet to dance, sing, socialize, and honor Native People’s culture,
with, at times, a dancing competition. To see a simulation of Apache Dancing @
Northeast Arizona, on White Mountain Apache land, go to www.youtube.com/
watch?v=3s9z310pH1g20065E5 H 6 H-457 5% - [ {EE: citizenbfk. Some Native

# Even though these round houses may look more like Mongolian structures, considering how hard it is
build a house on SL, I suggest that they are a close proximity.
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People may also offer you the opportunity to attend an educational version of their
spiritual event, as Navajo art teacher Alan Jim invited me to attend his sweat lodge
with students and we wrote about it (Stokrocki & Jim, 1999).

Figure 4. Here you can attend a powwow and play the drum by choosing the beats http://slurl.com/secondlife/Native%20
Lands/64/210/26. Wait for an invitation to the powwow though. Native Peoples’ time varies with seasons.

Explore and purchase Native People goods. For example, Red Rock Mesa
Native American Artisan Market is another peaceful place for spiritual contemplation
and appreciation of arts. Caretaker Boondoggle Gruppman says, Red Rock is made
of tears and joy and cries out to All People to honor Our Earth Mother; to care for her
and to Live in Balance. WE are the Leaders we have been waiting for.” In real life,
he is “An artist/designer/producer-- Maker of Things, Cherokee/Mom’s side and
Viking/Dad’s = a mutt” [Retrieved from his SL Profile]. See Figure 5 aerial view.

Here avatars can buy Native American art (e.g. painting, pottery, rugs, etc).
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Figure 5. See an aerial view of an eagle dancer above Red Rock Artisan Market at
http://slurl.com/secondlife/Native%20Lands/117/126/45.

Dispel stereotypes about Native People -- authentic Indian art and
spirituality. Purists may be upset to see Boon’s Mercantile selling such pioneer trail
goods as boots, animal skin rugs, smudge sticks (dry herb bundle), Annie Oakley
picture, and signs (Cowboys leave your guns at the bar) on Native Lands) (http://slurl.
com/secondlife/Native%20Lands/32/94/27). Not all places are strictly contemplative.
At first I thought this site was too commercial, but later discovered that in order for
avatars to rent space here and sell art in real life (through PayPal and uploading charge
cards), they need to pay rent (about $100 US for a small property). Avatars do not need
to rent property or buy any art, but if they seriously want to start a business, they need
to invest some funds here to help pay the Linden People to maintain their land and
site.

A more serious approach involves questioning misconceptions of Indian meaning.
I found this amazing exhibition at Red Rock Mesa (Figure 6). The central panel
asks, “What is WRONG with this picture?”” On the Left: Above the drawing of the
person with a headband [labeled Minnesotta East) is the phrase: Indians are PEOPLE
NOT Mascots! A mascot is a lucky charm that implies diminishing Native Peoples’

spiritual status as mere charm. Underneath in another picture of a NA woman and
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the phrase above her states, “These days ANYONE can be an Indian Princess!” This
phrase belittles the stature of NA women because people may view a native princess
as a mere costumed woman. Native People can be matrilineal and the family history
travel down the mother’s family name. To the right is a poster lampooning the idea of
Indian giver and the statement above questions the statement, “Indian Giver?” Below
the picture is another poster with the Title: Fire water- here is how! This example
is insulting implying that Native People are drunks. Such an ensemble of historical

posters and critical statements has great educational value.

Figure 6. Social justice exhibition of posters questioning Native People myths about “Indianness”
[Site taken down on SL].

Regard Native dress as “regalia” rather than costume. I asked art educator
Dr. Laurie Eldridge, a member of the Cherokee Nation of Oklahoma, to comment on
Native dress. She said:

It 1s considered offensive to refer to Native American dress as costumes as

that suggests that the Native American wearing the outfit is “playing Indian”

rather than practicing traditional life ways. Some traditional Native American

dress is inspired by visions, which are taken seriously by traditional

Native people, or has religious meaning. It can be alarming to some Native

American people who when they take a tour of SL see very non-traditional

outfits presented as regalia that play into stereotypes of Indian people as “sexy

Indian princesses” or “protective warrior lovers”. See Navajo hair exception

in Figure 7.
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Figure 7. Recently, however, Stokrocki found an advertisement for Navajo hairdo,

however that featured the actual photograph hair arrangement as well. Some ads are educational.

Indian Givers and Give-aways. One of the nastiest stereotypes is the concept
of Indian giver, denoting that one gives and takes it back. Thomas Hutchinson in 1765
reported the term  “Indian giver to mean that the NP expects to receive the equivalent
back. Unfortunately, early American pioneers misunderstood the aid NP gave them
as gifts instead of trade goods (Weatherford, 1988). On SL, participants pickup many
freebies as they go along- thinking it is part of a game. SL is not a game and many
“giveaway goods” are not commercial and have deeper meanings beyond mere
playthings. Below Native American site, for example offers such food as corn, which

is part of the Apache Puberty rites as a sign of fertility and much more.

Figure 8. Native People, like Native Americans, may share their gifts like corn, pumpkin, fry bread,
cushion, or smudge stick on the Giveaway Blanket from BoonDoggle Gruppman,
the caretaker of this place. They also share great stories.
[http://slurl.com/secondlife/Native%20Lands/69/103/26].
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Find storytelling places & notecards. Storytelling is another art form on SL.
Whether a group meets to share stories or individuals post them on Second Life
placards, spiritual stories abound here. Walking along the SL path, I clicked on the
invitational notecard to receive this precious story gift -- “The Passing Of A Rose”’
by A. Kay Ensing from a local Native Newsletter, The Susquehanna Valley Native
American Eagle. We can all learn something from drawing and writing our spiritual
stories and leaving them on SL (costs $1.00 USD app. to upload). Here is an excerpt:

It’s only been a few hours since I left Big Island, VA for the Monacan

Powwow4, but what happened there just a few hours earlier touched not

only me, but everyone that was able to experience what happened. A young

jingle dress dancer, Cisawni Rose, dropped her Eagle fan in the circle

while dancing . . . .the MC informed the public what had just happened [a

serious offense with consequences]. She proceeded to give away all of her

belongings (beaded purse, hat bands, hair barrettes, ‘-- including her eagle

fan and feathers [To many people this seems like a punishment, but it is an

opportunity to increase one’s tribal status]. The same day as this ceremony]

Senator Ben Nighthorse Campbell was quoted, “We say -- a nice home and

lots of money are symbols of success. But to Indians, it is the other way

around--Success is not what you have. It’s what you have given away. The

most revered member of the tribe may be the poorest, because giving away

. 5
Increases your stature .

? From "The Passing Of A Rose" by A. Kay Ensing (no date) from a local Native Newsletter, The
Susquehanna Valley Native American Eagle. 1 have no idea what the “rose” means, the passing of an
eagle feather seems more appropriate.

" Most likely this ceremony was a more social gathering and not a religious one.

° This fan is over 25 years old and had been carried by both her Mother and Grandmother, and has been
in ceremonies too numerous to mention and has been shared by some of our most respected. She knew
that anything less than that would be wrong. She taught all of us the humility and pride of what the
circle represents.
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Join a SL group or start your own to network with other real life (RL)
people behind the avatars as well. When I searched for Taiwan Aboriginal, I found
the group ‘MOOI,’ run by Judy36 Twine and one member is ChenglLiang Andel,
an Amis Mall Officer. When I searched for his profile, I found other related groups,
such as Villamood, Motyl (Taiwan butterfly kingdom, and China Boat Survivors
who built a paradise nearby). Start your own art group, arrange to host an exhibition
at some Second Life site, upload your own artwork or host an interactive event at
some SL Place by contacting the avatar owner, and even contribute to a good cause

(compassion).

Figure 9. The community notecard said,” AMIS Photo about traditional aboriginal culture, and folk
religion in Taiwan. Here is small but friendly . . . family. We are designer team from Asia and Holland.
Just tell us what you need. Welcome new players and anybody who wants have fun.

BOm e Amis( PUSERERE S ) 3T EIBR K B 58 A 0 98 Bk A IR A B
AR EE S LA K . Taiwan AMIS now features natural moss plants
http://slurl.com/secondlife/Ghergie/57/31/32 (4/23/2012).

Road to Compassion. By searching the word compassion, you can find nonprofit
organizations, like CRY (Child’s Rights and You), Sierra Club (rescue animals or
Horses for Healing), or help National Native American Wounded Warriors (Figure 9).
I discovered (NNAVA) National Native American Vets Association on West Taliesin,
also exists in Real Life (http://www.nnava.org). Their mission is to educate and assist

NNAV to ensure their veteran rights, entitlements, and benefits regardless of tribal
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affiliation, Indian blood, or combat status. One can leave donations, attend meetings on
SL, volunteer, plan events. Even hosting art exhibitions on Second Life and donating

tips are ways of promoting compassion on Second Life.

Figure 10. Visit the [USA] National Native American Vets Association Second Life site at http:/slurl.
com/secondlife/Native%20Lands/32/94/27. The potential for exploring, developing teaching sites, and
doing research about any Native People on Second Life is limitless.

Conclusions

Native American sites and groups seem to dominate Native People loctions on
Second Life. My exploratory research needs other Native People’s insights and your
voices as well. My interpretations are limited and deeper investigations or different
ones are necessary to parallel these ideas.

What art is made in Native Lands? Beyond the basic land that the Lindens
initially give you, participating avatars build and upload everything on Second Life.
The possibilities are endless: architecture, role-play, painting, food, rugs, clothing,
spatial arrangement, performance, drum beat and chanting, etc. “Good art is a form
of prayer. It’s a way to say what is not sayable” (Frederich Busch). See http://www.
goodreads.com/quotes/show/162374.
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What is Native People Spirituality? To discuss all Native People's spiritual
ideas is beyond the scope of this paper. On the other hand, Some Native People
believe that just quietly watching and listening is added to the multitude of ideas on
spirituality. Even art making is a spiritual way of “centering oneself ™ for inspirational
ideas. When Robert Coles (1990) visited the Hopi Reservation in Arizona and
interviewed a young Hopi girl, he sat with her for hours waiting for her to reveal her
thoughts. Later she said that she was watching the path of the eagle to “see” what
he would privately reveal to her. Obviously, some people (myself included) are too
hurried to relax and just “wait” to receive a spiritual message.

Native People's spirituality is a very broad term that covers many different Native
traditions. Laurie Eldridge explains, “Most traditional Native spirituality is rooted
in ceremonial life and is often protected from outsiders through a survival technique
of non-communication and privacy. Some traditional Native People have opted for
traditional religions to die out rather than to go public with information about the
religion.”

What is missing? Because my experiences and interpretations of Native
Peoples are limited, I sought another Native American interpretation, my art education
colleague, Dr. Steve Willis, from the Western Cherokee Nation - Hocq’reila group,
who offered some insights to his spiritual understandings. He “Sun dancedﬁ” for
years in South Dakota, and now as intercessor for the Hocq’reila ceremonies, will
only reveal limited information. He stated, “An important understanding about any
document is knowing that words are completely inadequate to explain or define a
ceremony. Firsthand experiences can bring clarity, but this may happen only after
years of experience.”

Songs are a very important part of the ceremony. The more these songs are

understood and employed, the better the result. Remember, these songs are

¢ Willis refers to Wikipedia (2012) that states, “Many of the ceremonies have features in common, such
as specific dances and songs passed down through many generations, the use of traditional drums, the
sacred pipe, tobacco offerings, praying, fasting and, in some cases, the piercing of skin on the chest or
back for the men and arms for the women (http://en.wikipedia.org/wiki/Sun_Dance).
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not for the ears, but for the heart and energy we have within us and around

us. The songs create a unified parallelism that aligns us to them, us to

ourselves, ourselves to each other and our universe. The rhythm of the songs

enhances the physical movement to align the internal energy of the body
with the movement of external energies. There is a rhythm to this ceremony

that pulses in many dimensions. This pulse echoes the heartbeat as well as

the seasons.

Additionally, he reminds the Hocq’reila dancers that “This ceremony is about
prayer and the intentionality of Balance, Forgiveness, Harmony, and Love, not about
one’s physical capabilities or attire.” In conclusion he reminds us that, “This dance is
a Ceremony for all People and continues to evolve to meet a changing environment.
It is a living ceremony. Many Elders and People have provided and continue to
provide wise council for this Dance.” More information on interconnectedness, a
brief Hocq’reila ceremonial description, and applications for an art classroom can be
found in “Quadratic Pedagogy” (Wills, 2010) in The Heart of Art Education: Holistic
Approaches to Creativity, Connection, and Transformation.

Steve is not convinced that ceremonial or spiritual experiences can be found
in SL. Though peaceful and meditative sites may be presented, he is concerned that
SL may misrepresent or mis-educate people about ceremonies. Ceremonies, as he
understands, are complex, encompassing, and dense with meaning that enable a person
to maximize a time of epiphany and personal understandings that come from real life
interactions. He continues to believe that the physical, one of the four attributes of
ceremony as he understands, is a very important component to begin to understand the
density of spiritual experiences and reminds us that, “participants, regardless of their
specific commitment to the ceremony, should understand that their responsibility is
very serious and the commitment should not be made lightly.” He continues with these
ceremonies and invites serious inquiry and participation. More information about
Steve and his visual interpretations of his ceremonial experiences can be found on his

website stevewillis.org.
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Implications for Teaching

Not all these examples are appropriate for school children or people. All over
Second Life, maturity warnings are posted. NA sites also suggest that you “have
a good heart” (good intentions and appropriate behavior). From the participant
observation sites and information that I have explored on SL, I invite you to seek your
own vision by exploring art and spirituality in different virtual places (countries), find
a quiet place to meditate, join spiritual groups, and participate in Native People rites
(with permission), and link to other Web2 tools (YouTube, Flickr, Internet links, and
Blogs).

Finally, explore Second Life for places that inspire your spirituality, compassion,
and artistic creation. SL can be a place to begin to learn about Native peoples, and
perhaps inspire you to find sites in real life where you can learn about Native people
such as tribal museums, sovereign tribal government websites, books published by
tribal museums and colleges, and perhaps attend a powwow, a social event with
spiritual overtones that welcomes non-Native people7. With the knowledge that you
gain from these other sites, you then can return to SL and decide if what they are
seeing is an accurate view of Native American spirituality and life ways.

As an example of tribal people carefully presenting spiritual ceremony in a
sensitive way, I end with the 2" Place Virtual World Best Practices [VWBP] 2012
award-winning Second Life machinima/film example for educational purposes.
The machinima entitled Muinji’j Becomes a Man and filmed by Marlene Brooks
can be seen on YouTube at http://www.youtube.com/watch?v=p5A1dL6WDbBU.
See full 53 mm film at http://www.storiesofconneriver.ca/EN/stories/machinema.php.

The SL machinima shows how a collaborative venture can enrich all people’s

" Laurie Eldridge took me to a powwow in Phoenix, Arizona where we danced in a circle to honor
Native People. Similarly, The Tsou People from Mount Ali, Taiwan invited me to join their
Mayavsi circle unifcation dance during my Fulbright year (February 2012).
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lives. The original film, in tribal language, is 53 minutes long (See http://www.
storiesofconneriver.ca/EN/stories/machinema.php A discussion of the film’s
significance and issues appear here as well). Artist teachers need to keep their hearts

open to new spiritual experiences and be careful how they describe their views.
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