
About the Authors
Matthew Beaufort is Associate Chairperson of the Department of

Fine Arts and Instructor of Art at Maharishi University of
Management. He received his B.A. magna cum laude from Yale
University with honors in the history of art in 1973. For more than
two decades, Beaufort has explored relationships between art and
consciousness. He edited a ten-hour videotaped course on art and the
Science of Creative Intelligence, which has been viewed around the
world, and has created a videotape on art appreciation in the light of
Maharishi Vedic Science. He has received two M.A. degrees from
Maharishi University of Management, including an M.A. in the
Science of Creative Intelligence in 1990. Beaufort regularly speaks at
other universities and at professional conferences.

Dr. Anna Jean Bonshek is Adjunct Assistant Professor of the
Science of Creative Intelligence and Art at Maharishi University of
Management. Dr. Bonshek received her B.A. (Hons.) in Fine Art from
Wolverhampton University (1978), her Graduate Diploma in Painting
from the Slade School of Fine Art, University College London (1981),
and her M.A. and Ph.D. in the Science of Creative Intelligence from
Maharishi University of Management in 1989 and 1996. Dr. Bonshek
has taught in England, Hong Kong, Australia, America, and
Cambodia—developing curricula in art, art history, art theory and
Maharishi Vedic Science and serving as founding Co-Rector of
Maharishi Vedic University, Cambodia, and Co-Director of
Maharishi School of Vedic Science, Minneapolis-St. Paul. She has
received research and curatorial awards and has written in publica-
tions in England, Australia and America. Dr. Bonshek was regional
editor for New Art Examiner (1990–92) and exhibits her work inter-
nationally. 

Dr. Lee Fergusson received an undergraduate degree in visual art
from Caulfield Institute of Technology, a post-graduate degree in art
education from Hawthorn Institute of Education, and M.A. and Ph.D.
degrees in the Science of Creative Intelligence from Maharishi
International University. He has held solo exhibitions and participat-
ed in over 150 group exhibitions in Australia, France, Germany,
Japan, Canada, UK, and the U.S., curated exhibitions of contempo-
rary art in the U.S., and taught visual art in Australia before joining
the faculty of Maharishi International University in 1986. Dr.
Fergusson has also served as founding Co-Rector of Maharishi Vedic
University in Cambodia (1992–93), founding Co-Director of
Maharishi School of Vedic Science in Minneapolis-St. Paul (1993),
and founding Director of Maharishi Vedic College in Melbourne
(1994–95). He has published research in History of Education (UK),
Perceptual and Motor Skills (USA), Higher Education Research and
Development(Australia) and numerous other refereed journals.

Address correspondence to: Department of Fine Arts
Maharishi University of Management, Fairfield, IA, 52557

Modern Science and Vedic Science, Volume 7, Number 1, 1997

©1997 Maharishi University of Management

266



269

The Holistic Education of Artists through
Maharishi VedicScience: Unfolding the 

Infinite Reservoir of Creativity 
in Individual A wareness

Matthew Beaufort, Anna J. Bonshek, Lee C. Fergusson

Maharishi University of Management

Fairfield, Iowa, U.S.A.

Abstract

The purpose of this paper is to introduce the fundamental principles and research
outcomes of the Vedic Science-based approach to educating artists as it has been devel-
oped and applied at Maharishi University of Management over the last 25 years. The
paper outlines several unique features of the curriculum—including consideration of
student quality-of-life issues, and the broader social and global dimensions of a college
art curriculum—and examines the key element of a Vedic Science-based approach: the
systematic and holistic development of the student’s consciousness through the tech-
nologies of Maharishi Vedic Science. Maharishi Mahesh Yogi has brought to light that
the simplest form of the student’s own awareness is a field of unbounded conscious-
ness—the universal Self—the source of all creativity. This paper explores how the
application of Maharishi Vedic Science can bring fulfillment to the long-sought goals of
art theory, practice, and education.

Introduction

Throughout time, artists and teachers of art have sought to unlock the full creative
potential of the human mind. Despite this worthwhile endeavor, there have apparently
been no systematic, verifiable, or reliable means through which this goal could be real-
ized. Indeed, art and art practice have been generally understood to be mystifying,
unscientific, random, and subject to the vagaries of the human condition. Maharishi
Mahesh Yogi teaches that only through an educational approach based on the systemat-
ic development and application of pure consciousness—the unmanifest field of infinite
creativity experienced as the simplest form of human awareness—might the long-
sought goals of artists and educators be achieved. Such an approach teaches the student
to access the inner creativity and intelligence of Nature, or Natural Law—that level of
infinite creativity which governs all of life. This is the focus of educating artists in the
light of Maharishi Vedic ScienceSM.

As a result of practicing the Transcendental Meditation® and TM-Sidhi® programs—
techniques of Maharishi Vedic Science—many artists over the last 40 years have
observed profound positive changes in their own art practice, experienced significant



progress in their personal lives, and witnessed the development of their community.
Inspired by these experiences, artists, art teachers, and scholars have turned their atten-
tion to the knowledge contained in Maharishi Vedic Science. With the founding of
Maharishi University of Management 25 years ago, the Department of Fine Arts was cre-
ated to apply this knowledge to the education of artists (Cain, 1975, 1988; Fergusson,
1991). The result can be called the Consciousness-BasedSM approach to educating
artists. 

The Consciousness-Based approach to educating artists integrates into a traditional
university art curriculum the principles of Maharishi Vedic Science and specific tech-
nologies to develop consciousness—including the Transcendental Meditation and TM-
Sidhi programs. This integrated approach holistically develops the art student, produc-
ing quantifiable results which are satisfying for students, teachers, and society as a
whole. This approach to educating artists cultivates: 1) access to infinite Creative
Intelligence—the managing intelligence of Natural Law; 2) spontaneous, life-support-
ing action leading to a balanced, healthy and fulfilled life in harmony with Natural Law;
3) expansion of the artist’s consciousness, supporting the creation of art which is pro-
found and uplifting for the artist, for the audience of art, and for the whole environment;
and, 4) the creation of a coherent influence in the collective consciousness of the com-
munity, the nation, and the world; resulting in a holistic transformation in the quality of
life in society.

Contemporary Issues in the Education of Artists

As evidenced in the history of Western thought, the definition and role of art and
aesthetics changes with the philosophical, religious, social, political, and cultural cli-
mate of each era. In the early history of art criticism, “high art,” as opposed to imitation
and later kitsch, was expected to reveal concepts of the divine, the spirit, or the sublime
(Hegel, 1975; Kant 1986; Mitias, 1980, p. 74). According to this theory, art was created
by a genius who did not know the creative mechanics of his expression (Kant, 1986, pp.
42–43). However, during the twentieth century, with the rapid growth of science and
technology, extreme political upheaval and social turmoil, and new philosophical
propositions about the nature of life, numerous alternative art movements arose
(Harrison & Wood, 1992), each having its own definition of art and its role in changing
society and culture. Of these, American Abstraction or Formalism in the 1950s and
1960s (the so-called pinnacle of Modernism), as articulated by critic Clement
Greenberg (1961, p. 5), held that art captured absolute emotions or absolute knowledge
(Zakian, 1988, p. 39) because it eradicated relative referents and represented “reality” as
abstract and unbounded. Postmodern artists, on the other hand, deconstructed these
assumptions. Postmodern critics and artists argued that art, like language, cannot
express an “unsayable,” but can only change or reinvent the rules of a relative language
game (Kosuth, 1991, p. 247). (The term ‘Modernism’ refers loosely to the period span-
ning the 1880s to 1960s, finding its culmination in the Formalism of the early 1970s.
There are many definitions and interpretations of Postmodernism, a historical trend
which emerged in the 1970s and has been influential since [Bonshek, 1996].)

While there have been innumerable theories and movements of art which have
informed the education of artists, the Modern and Postmodern approaches have impact-
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ed education in important ways during the last 40 years. The American critic Thomas
McEvilley (1992, p. 137) describes a Modern cultural period (a phase that he suggests,
along with Postmodernism, has occurred many times throughout history) as character-
ized by mutually supportive notions of history and selfhood. These include: history is
linear and progressive; innovation and change are valued over tradition; validated by the
progressive force of history, “the self inflates”; self-expression and originality are
revered; the self is viewed as heroic; and the Modern artist is a genius, innovator, and
hero. 

Conversely, Postmodernism denotes that moment when the Modernist faith in histo-
ry declines and the self deflates: the self has no “anointed mission”; the self is mediated
rather than a representation of heroic genius; attempts are made to reconnect with previ-
ous traditions; and there is an acknowledgment and appreciation of cultural difference
and relative expression. Modernism placed the artist (a European male) at the center of
reality and importance; Postmodernism places critical judgement and the contextualiza-
tion of art within the broader context of cultural and historical parameters of contempo-
rary life (see, for example, Gablik, 1984, 1992; Jameson, 1985; Lyotard, 1988).
Drawing extensively on deconstruction, Postmodern theory rejects the notion of a uni-
fied, transcendental self or center (Haney, 1989). Modernism and Postmodernism can
thus be said to provide opposing and contradictory conceptions of the self.

Some theorists and educators have attempted to articulate issues which go beyond
the Modern and Postmodern dichotomy. Recently, theorists have criticized deconstruc-
tive Postmodernism (Gablik, 1992) and contemporary artists and art (Kuspit, 1990a).
Kuspit has argued, for example, that art no longer speaks of universals, and that the
artist is no longer an exemplary human being; he suggests that Postmodern art is simply
an art of glamour, making no attempt to express universal value. As Kuspit (1990a)
states:

Once upon a time to say art was important meant it seemed inevitable, which also meant
that it seemed to speak with a universal human voice. It did not just exist for itself. The
experience of the arts inevitability involved the feeling that it articulated what seemed
impossible yet necessary to articulate. . . . The attempt to create the sense of speaking from
inside of the universally human has been abandoned by high art. Art that even pretends to
do so loses face. (p. 36)

Providing a vision for future art, Kuspit (1990b, p. 79) suggests that art should pro-
mote an “aesthetic disinterestedness” or special direct awareness (an “aesthetic tran-
scendence” or a detached aesthetic attitude which speculates its own unity), thereby cre-
ating the possibility for a new sense of self. While Kuspit does not provide a systematic
means for achieving this end, he does highlight the shortcomings of contemporary theo-
ry and art practice, which are apparently unable to articulate universals, express unity,
or create a possible new sense of self. Oliver and Gershman (1989) and Purpel (1989)
have examined educational theory and practice from the Modern and Postmodern per-
spectives, and Risatti (1989) has considered the status of college art education; each has
concluded that significant changes to the very foundations of learning, teaching, and
curricula are both necessary and inevitable.
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The Holistic Approach of Maharishi Vedic Science 
to the Education of Artists

In contrast to contemporary theory, with its irreconcilable opposites (Bonshek, 1988;
1996) and lack of methods for developing the self, Maharishi Vedic Science provides
intellectual understanding and practical methods to experience the full range of the self.
This comprehensive science and technology of consciousness provides a reliable means
through which opposites can be reconciled, and through which life can be lived in
accord with Natural Law, thereby supporting both individual and cultural differences
simultaneously from their foundation: the unmanifest source of pure consciousness.
With the development of higher states of consciousness, the artist can become a univer-
sal and exemplary human being, and spontaneously express universal values in art with-
out diminishing his or her concern with historical, geographic, and cultural contexts.
Such art can create a sense of unity in its audience, which goes well beyond the bound-
aries of space, time, and place.

In the past, educators have developed a useful body of knowledge regarding art and
its relation to social, philosophical, and political concerns. The principles of instruction-
al design, learning, evaluation, and criticism drawn from this knowledge have guided
the education of artists. However, from the perspective of Maharishi Vedic Science,
these principles represent a partial understanding and experience of life, based on partial
knowledge of Natural Law. Now, through Maharishi Vedic Science, the art student can
learn to act from the “ground state” of all Natural Law because the technologies of
Vedic Science have made available the direct experience of pure consciousness to every
student. As a result, new principles are arising to orient an entirely different approach to
art and education. As shown below, old principles of educating artists, derived from
some of the assumptions of Modern and Postmodern theory and practice, can be con-
trasted with new principles of educating artists emerging from Maharishi Vedic
Science. In this section, we will examine a sample of these principles from the point of
view of Maharishi’s contribution to the discipline. We will see how the old principles
are expanded and brought to fulfillment through Maharishi Vedic Science. 
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A. The consciousness and identity
of the art student are thought to be
socially constructed or mediated by
experience in the world.

A. The art student’s simplest form of
awareness is the field of pure conscious-
ness, the universal Self—the source of
nature’s creativity. This Self is the tran-
scendental foundation for more expressed
levels of the personality.

B. Approaches to educating artists
are derived from various, often con-
flicting theories of knowledge, which
are usually based on philosophical or
intellectual concepts.

B. The Consciousness-Based approach
to educating artists is derived from the
structure of pure knowledge, experiential-
ly located in the transcendental, self-refer-
ral consciousness of the student and
teacher.

Old Principles for Educating

Ar tists that have Dominated

Contemporary Education

New Principles for Educating

Ar tists to Bring Perfection to Art

and Fulfillment to Life

C. Artistic genius cannot be taught,
but is expressed in the life of a few
gifted art students.

C. Every human being has the poten-
tial to express the infinite creativity of
Nature. This inner genius can be effort-
lessly cultivated by any student through
the the technologies of Maharishi Vedic
Science.

D. The art student’s sense of joy
and fulfillment is limited to isolated
moments of successful creativity.

D. Established in higher states of con-
sciousness, the art student enjoys bliss
and fulfil lment at all times, thereby
expressing the art of living an integrated
life.

E. Emphasis is placed on the role
of experience in the daily life, and the
expression of active levels of the
mind, such as the senses, intellect, and
emotions. 

E. Emphasis is placed on the experi-
ence of self-referral pure consciousness.
From this level the art student systemati-
cally expresses the inner unmanifest value
of consciousness in the outer work of art,
thus engaging all levels of the mind.
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F. Primacy is placed on the artist
experiencing higher states of conscious-
ness, in which the infinite, universal
value of pure consciousness is expressed
in the finite, culturally specific values of
the work of art.

G. Modern art educators emphasize
the art student’s individual concerns,
while some contemporary art educators
call for socially responsible artists.

G. The Consciousness-Based ap-

proach to educating artists cultivates the

art student as a universal human being, a

role model for society.

H. Different schools of thought
attempt to raise and transform collective
awareness in society through opposition
and controversy.

H. Diversity and difference are sup-

ported on the ground of unity by radiat-

ing a coherent and transforming influ-

ence to the collective consciousness of

society through the Transcendental

Meditation and TM-Sidhi programs.

I. Cultural diversity is emphasized.

The dominant paradigm is cultural rela-

tivism: each society’s culture should be

understood in terms of the meanings,

attitudes, and values shared by that cul-

ture. Universal values and a unified

source of all cultures are not thought to

be possible. 

I. Culture, history and tradition have

their basis in the universal field of

Natural Law, the ultimate source of all

cultures. When individuals experience

this Unified Field of pure consciousness,

they are able to deeply appreciate both

the uniqueness and the universal values

expressed by world cultures.

F. In terms of the meaning of art,
Modernism places primacy on the art
object, which is thought to potentially
express universal values; while
Postmodernism places primacy on rela-
tive meaning in a contextual language
game. 
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J. In their search for freedom and
self-expression, art students often culti-
vate a lack of conformity with society’s
traditional modes of expression and con-
duct in order to set themselves on a
unique and creative path.

J. The freedom of the art student is
derived essentially from the experience
of transcendental consciousness, which
is unbounded and not socially condi-
tioned. This experience enlivens life in
accord with Natural Law, which enables
an artist to spontaneously express the
full range of the self, thereby fulfilling
individual desires while simultaneously
fulfilling the deepest needs of society.

K. As they express their own unique
individuality, art students reveal universal
themes, which arise from the deepest
level of consciousness—the level of infi-
nite correlation, harmony, and bliss—and
enliven these life-supporting qualities in
the viewer and the environment. 

L. The creative process is mysterious
and unpredictable. It is difficult to teach
creativity; art students must wait for
moments of inspiration. Creativity
involves effort, stress, and struggle.

L. Through Maharishi Vedic Science,

the creative process can be clearly expe-

rienced, systematically understood, and

reliably applied. Creativity is naturally

effortless, spontaneous, and enjoyable.

K. Students often create art that
seeks to imitate other artists, or that pre-
sents localized issues and personal con-
cerns that may be inaccessible to view-
ers. The art works’ effects may or may
not be life-supporting for the artist, the

viewer and the environment.

M. The purpose of teaching cultural
and art history is to provide a back-
ground for the student’s artistic develop-
ment by informing them about the cul-
tural context, styles, techniques, and
artistic and philosophical developments
of the past and present.

M. The deeper purposes of teaching
cultural and art history are to understand
the history of individual and collective
consciousness and to inspire students to
great achievements as individuals, artists,
and members of society.
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Principle A. The art student’s simplest form of awareness is the field of pure
consciousness, the universal Self—the source of Nature’s creativity. This Self is the
transcendental foundation for more expressed levels of the personality.

Maharishi’s understanding of consciousness is fundamentally different from prevail-
ing views in modern psychology, philosophy, and the arts. These views tend to focus on
the stream of consciousness, or on broad patterns of thought as they are influenced by
political, social, and gender values. Maharishi, in contrast, brings to light a fundamental
aspect of consciousness that lies beyond thought and beyond cultural perspectives.
Maharishi Vedic Science, rooted in the ancient tradition of Vedic knowledge, explains
that beyond the relative, changing levels of consciousness lies a transcendental,
unchanging level of consciousness (Maharishi Mahesh Yogi, 1969, p. 470–71).
Furthermore, Maharishi teaches that this transcendental consciousness can be directly
experienced by anyone. This is accomplished through the Transcendental Meditation
technique, which Maharishi (1994) defines as

a simple, natural, effortless procedure practiced for 15 to 20 minutes while sitting comfort-
ably with eyes closed. During this technique the individual’s awareness settles down and
experiences the unique state of restful alertness: as the body becomes deeply relaxed, the
mind transcends all mental activity to experience the simplest form of human awareness—
Transcendental Consciousness—where consciousness is open to itself. (p. 260)

As Maharishi explains, the Transcendental Meditation technique allows the mind to
settle down to experience its least excited state—the simplest form of human awareness,
where consciousness is open to itself; it is aware of itself. Maharishi (1995a) points out
that during the Transcendental Meditation technique, “the mind easily and naturally
arrives at the source of thought, the settled state of mind—Transcendental
Consciousness—pure consciousness, self-referral consciousness, which is the source of
all creative processes” (p. 129).

Maharishi teaches that pure consciousness is the source of thought—of all mental
activity—and of all creative processes. Pure consciousness is thus the source of all
thinking and feeling; it is the universal, unchanging basis of mental and emotional life.
Maharishi identifies pure consciousness as the Self (written with a large “S” to distin-
guish it from the self, the individual personality). This universal Self is understood as
the fundamental nature of every person, regardless of race, gender, or culture, and can
be experienced by anyone through the Transcendental Meditation technique, which has
been learned by over four million people of different cultures, religions, and educational
backgrounds throughout the world. In addition to the Transcendental Meditation tech-
nique, Maharishi has brought out the Transcendental Meditation-SidhiSM program,
which he describes as an advanced aspect of the technology of Maharishi Vedic Science
which “trains the individual to think and act from the level of Transcendental
Consciousness” (Maharishi Mahesh Yogi, 1994, p. 261). The practice of this program
greatly accelerates the development of consciousness.

In modern times, pure consciousness has not been commonly experienced; perhaps
because attention has focussed almost exclusively on outer, active values of life which
tend to disallow the experience of this transcendental level of the mind. There are
exceptions, however. Artists, scientists, and other exceptionally creative people have



reported occasional experiences of expanded states of awareness which appear to be
similar to the experience of pure consciousness described in Maharishi Vedic Science
(Cain, 1975). These people often feel these experiences are crucial to their creativity.
Artist Oscar Kokoshka, for example, writes:

The life of consciousness is boundless . . . therefore we must harken closely to our inner
voice . . . the core within . . . the magical principle of living. All that is required of us is to
release control. Some part of ourselves will bring us into the unison. . . One’s soul becomes
a reverberation of the universe. (in Chipp, 1971, p. 172)

The Vedic tradition of knowledge explains that pure consciousness is the ultimate
source of both human creativity and of all the creativity expressed in the universe.
Maharishi points out that “consciousness is that one element in nature on the ground of
which the infinite variety of creation is continuously emerging, growing, and dissolving.
The whole field of change emerges from this field of non-change” (Maharishi Mahesh
Yogi, 1986, pp. 25–26).

The most advanced theories of modern physics have arrived at a similar understand-
ing that there is a unified basis for the diversity of nature. Unified Field theories of
quantum physics postulate a single, self-interacting, unchanging, and unbounded unified
field that is the source of all the fundamental forces and particles in the universe
(Hagelin, 1987, 1989). Maharishi explains that the unified field of all the laws of nature
revealed by modern science and the field of pure consciousness revealed by ancient
Vedic wisdom are the same reality:

Both understandings, modern and ancient, locate the unified source of Nature’s perfect
order in a single, self-interacting field of intelligence at the foundation of all the Laws of
Nature. This field sequentially creates, from within itself, all the diverse Laws of Nature
governing life at every level of the manifest universe. (Maharishi Mahesh Yogi, 1995b,
p. 79)

Maharishi has brought to light a detailed analysis of the self-interacting dynamics of
the Unified Field, which he calls the Constitution of the Universe:

The self-interacting dynamics of this Unified Field constitutes the most basic level of
Nature’s dynamics, and is governed by its own set of fundamental laws. Just as the consti-
tution of a nation represents the most fundamental level of national law and the basis of all
the laws governing the nation, the self-interacting dynamics of the Unified Field represent
the most fundamental level of Natural Law and the basis of all known Laws of Nature. 

The laws governing the self-interacting dynamics of the Unified Field can therefore be
called the Constitution of the Universe—the eternal, non-changing basis of Natural Law
and the ultimate source of the order and harmony displayed throughout creation.
(Maharishi Mahesh Yogi, 1995b, pp. 79–80)

Maharishi points out that these fundamental laws are expressed in physics in precise
mathematical formulas, whereas in Vedic Science, “these same fundamental laws—the
Constitution of the Universe—are found in the eternal, self-referral dynamics of con-
sciousness knowing itself. This eternal dynamics is embodied in the very structure of
the sounds of Âk Veda, the most fundamental aspect of Vedic Literature” (Maharishi
Mahesh Yogi, 1995b, p. 80).
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Maharishi has worked with leading theoretical physicists to precisely correlate the
mathematical descriptions of the self-interacting dynamics of the Unified Field of all the
Laws of Nature provided by quantum physics, with the specific expressions of the self-
referral dynamics of pure consciousness found in the structure of the sounds of Âk
Veda. Maharishi (1995b, p. 80) points out that the two descriptions of the self-interact-
ing dynamics of the unified field are identical. Thus, the discovery of the Constitution
of the Universe by Maharishi Vedic Science is seen to be verified by modern science
(Maharishi Mahesh Yogi,1995b, p. 78). 

Maharishi (1995b, p.75) explains that the Âk Veda “is structured in self-referral
Transcendental Consciousness and is available to everyone” through the Transcendental
Meditation and TM-Sidhi programs. While the Constitution of the Universe is the uni-
versal basis of life, only a clear, fully awake, self-referral consciousness can know ®k
Veda through direct experience. This experience, which is cultured by the Transcen-
dental Meditation and TM-Sidhi programs, may be especially valuable for an artist who
wishes to imbue art work with universal value. Maharishi Vedic Science explains that
art arises from the fundamental impulses of life and creativity that structure the whole
of existence and find expression in evolution (Maharishi International University, 1974,
p. 207). This may imply that to consistently create universal art, it would be invaluable
for an artist to know the structure and sequence through which Nature creates the uni-
verse. Some artists appear to have glimpsed this possibility.

Wassily Kandinsky (1947), one of the pioneers of modern art, wrote, “Painting is
intended to create a new world. Each work originates just as does the cosmos—ulti-
mately creating a symphony, the music of the spheres. The creation of works of art is
the creation of the world” (p. 24). British sculptor Barbara Hepworth (1977) stated:

I think the very nature of art is affirmative, and being so reflects the laws, and the evolution
of the universe—both the power and rhythm of growth and structure as well as the infini-
tude of ideas which reveal themselves when one is in accord with the cosmos and the per-
sonality is free to develop. (pp. 2–3)

In another vein, with respect to the expression of art and language, Postmodern theo-
rist Francois Lyotard has suggested that in art, as in thought, there is, “the desire to pre-
sent or signify to the limit the totality of meanings” (in Kosuth, 1991, p. xvi). This
expression, “totality of meanings,” seems to refer to the infinite possibility of meanings
of art. From the perspective of Maharishi Vedic Science, the Âk Veda expresses the
totality of the Constitution of Universe, which is structured in transcendental conscious-
ness—an unbounded, infinite field which is seemingly beyond expression. This sug-
gests an intriguing possibility for art. If transcendental consciousness can be completely
enlivened in individual awareness through the development of consciousness, then art
could also express infinity. Art and thought itself could express the totality of Natural
Law contained in the Constitution of the Universe.

Similarly, Lyotard suggests:

the work of art ‘presents’ in the perceptible space-time-matter, something—a gesture—that
cannot be presented there. This ‘presence’ cannot be a presentation. It remains silent. And
this is its sign. . . . Thought is also an art, because we think in sentences, and the sentences
themselves also ‘present’ gestures of the space-time-matter of language. (in Kosuth, 1991,
p. xv)

Art, like thought, can signify a presence which is ultimately silent. Maharishi Vedic
Science and Technology cultures both intellectual knowledge and direct experience of
the self-referral dynamics of Nature’s functioning so that the field of infinite silence,
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pure consciousness, the total potential of Natural Law, can be enlivened and expressed
by any individual.

The unified understanding of human nature and Nature in Maharishi Vedic Science
establishes a new foundation for the education of artists. Maharishi points out that for
the individual who is established in pure consciousness, the infinite organizing power of
Natural Law guides action (Maharishi, 1986, p. 32). Such a person’s action is appropri-
ate for the time, the place, the individual, the culture, the environment, and the universe.
Functioning from this level, the artist’s actions would be in full accord with Natural
Law, and would receive full support from Nature—from the environment and from the
culture. The artist’s actions would be fully life-supporting—they would not create any
strain, stress, or negative influence in the individual or the environment. Furthermore,
by establishing individual awareness permanently on the level of pure consciousness,
the artist would spontaneously express the cosmic creativity that creates and sustains the
universe. Some artists seemed to have sensed the need to operate from such a funda-
mental level—for example, Michelangelo wished to be an instrument of the divine
(Clements, 1961); American painter, Agnes Martin, sought to express eternal beauty
and perfection in art (in Bonshek & Fergusson, 1988); and the Taoist artist, Chan-Huai-
Huan, sought to identify with Spiritual Reality and thereby create as limitlessly as cre-
ation itself (in Chung-yuan, 1963, p. 206).

Swiss artist and Bauhaus teacher Paul Klee gave this description of the universal
foundation of art and creativity:

It is the artist’s mission to penetrate as far as may be toward that sacred truth where primal
law feeds growth. Which artist would not wish to dwell at the central organ of all motion in
space-time . . . from which all functions derive their life? It is the womb of nature. In the
primal ground of creation, where the secret key to all things lies hidden. Our beating heart
drives us downward to this primal ground. (in Jung, 1964, p. 263)

B. The Consciousness-Based approach to educating artists is derived from the
structure of pure knowledge, experientially located in the self-referral conscious-
ness of the student and teacher.

Maharishi explains that the state of transcendental consciousness during the
Transcendental Meditation technique is a self-referral field of consciousness: “As the
body becomes deeply relaxed, the mind transcends all mental activity to experience the
simplest form of human awareness—transcendental consciousness—where conscious-
ness is open to itself. This is the self-referral state of consciousness” (Maharishi Vedic
University, 1994, pp. 260–261). Transcendental Consciousness is a state of “self-refer-
ral” because in that state consciousness, being awareness or wakefulness, refers only to
itself: awareness is aware only of itself. In being aware or awake to itself, as Maharishi
further points out, three values of self-referral consciousness can be located within the
one unbounded field: the knower, the process of knowing, and the known. These three
values are all aspects of pure consciousness knowing itself. As Maharishi (1986)
explains, “because the awareness knows itself it is the knower, it is the known, and it is
the process of knowing. This is the state of pure intelligence, wide awake in its own
nature and completely self-referral” (p. 29). The terms “pure intelligence” and “pure
consciousness” as used here are synonymous.
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As is evident from this analysis, pure consciousness has a three-in-one structure: it is
the knower, the process of knowing, and the known—at the same time it is a singular
field of unbounded awareness (Maharishi Mahesh Yogi, 1994, pp. 55–56). This three-
in-one structure is called the structure of pure or complete knowledge, or “Veda,” in
Maharishi Vedic Science. It is the fundamental structure of the individual’s simplest
form of awareness; it is also the source of the ever-changing world of forms and phe-
nomena. As Maharishi (1986, p. 27) points out, Veda means “pure knowledge”—the
“solid mass of knowledge” where the knower, process of knowing, and known are the
same structure of knowledge.

These three fundamental values of consciousness in Maharishi Vedic Science are
called Âishi, Devatå and Chhandas and their unified, holistic state is called Saµhitå, or
the togetherness of the three values (Maharishi Mahesh Yogi, 1994, p. 109). This value
of Saµhitå is the unified value of the Self. Inherent within this structure is the co-exis-
tence of opposites: one and three simultaneously (Maharishi Mahesh Yogi, 1994, pp.
59–60). Maharishi (1994) further discusses this structure and dynamic of pure knowl-
edge in terms of an education which provides total knowledge:

In the process of knowing itself, wholeness of consciousness, pure consciousness, self-
referral consciousness, pure wakefulness, in its singularity, takes on the threefold structure
of knower, process of knowing, and known; or observer, process of observation, and
observed; or in Vedic terminology,Âishi, Devatå and Chhandas. Saµhitå (togetherness) of
Âishi (the observer), Devatå (the process of observation‚ and Chhandas (the object of
observation) is the structure of pure knowledge. This is the level of absolute education,
where the knower is the embodiment of total knowledge—pure knowledge and its infinite
organizing power. (pp. 108–109)

Here Maharishi describes pure consciousness, self-referral consciousness, pure
wakefulness, in terms of “wholeness.” Wholeness is the “all-comprehensive, eternal
reality in its unmanifest, unbounded state of intelligence” (Maharishi Mahesh Yogi,
1995a, p. 41). This value of wholeness moves within itself; through the interaction of
the values of Âishi, Devatå, and Chhandas within Saµhitå, further values of conscious-
ness are generated as frequencies of consciousness. These frequencies, Maharishi
explains, are the eternal sounds of the Veda and the Vedic Literature recorded in Vedic
Sanskrit, and are the basic building blocks of the material world. Maharishi teaches that
the first and most fundamental aspect of the Vedic Literature is the Âk Veda; Âk Veda is
the structure of pure knowledge—the Constitution of the Universe, as we saw in the
previous section (Maharishi Mahesh Yogi, 1995b, pp.79–80).

Ultimately, the purpose of Vedic Science-based education is to bring the student’s
awareness from what Maharishi describes as object-referral consciousness, where
awareness is as if separate from its own subjective basis, back to self-referral conscious-
ness, the source of creativity and the field of total knowledge and its infinite organizing
power. Maharishi (1994) elucidates this point by emphasizing that the real purpose of
education “is to bring the awareness from knowing anything else (object-referralconsciousness)
to knowing oneself (self-referral consciousness, subject-referral consciousness)” (p.
111). Indeed, the dynamics of education itself, Maharishi (1994) teaches, is the phe-
nomenon of the “knower returning from the vast field of knowing, the field of form and
phenomenon, to the field of knowingness, the field of his own consciousness” (p. 111).
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Thus, the most basic aspect of individual awareness and manifest creation is the struc-
ture of pure, absolute knowledge, the infinitely silent and infinitely dynamic structure of
consciousness. This state of knowledge is not a concept derived through philosophical
speculation; it is the actual structure of one’s own consciousness which can be directly
experienced through Maharishi’s technologies of consciousness. Functioning from this
level, the artist can create an art which truly embodies absolute knowledge—one of the
aspirations of Modernist theory.

Maharishi has observed that for knowledge to be complete and fulfilling, the knower
of knowledge, the Self, must be known: 

If we look into the process of gaining knowledge we find that there are two sides to knowl-
edge: the object of knowledge, that which we seek to know, and the subject of knowledge,
the knower. What the present system of education provides is knowledge of the object;
what it misses is knowledge of the subject, knowledge of the knower in the knower’s infi-
nite capacity. When the knower is ignorant about the Self, the whole structure of knowl-
edge is as if baseless. (Maharishi University of Management Bulletin, 1996, p. 7)

It can be said that every educational experience involves to some degree a knower, a
process of knowing, and a known. In a simple analysis of the study of art, the art student
can be understood as the knower, the process of creating and evaluating art is the
process of knowing, and the art object itself is the known. Most art curricula focus pri-
marily on the known (for example, the physical work of art—i.e., learning about materi-
als and media) and the process of knowing (for example, cultivating the development
and expression of form and content). Some art educators point out the importance of
educating the knower—the artist—for example, culturing the art student’s sensibility,
intellectual skills, intuition, and critical judgement; but most do not provide effective
methods to develop these faculties (Fergusson, 1991). All of these subjective faculties
are developed by enlivening the different levels of the mind during the Transcendental
Meditation technique, and experiencing pure consciousness, the source of thought. At
Maharishi University of Management, art students are well educated in the materials,
content, and processes of art, but an even greater emphasis is placed on the full develop-
ment of the knower—the consciousness of the artist—as the basis for artistic activity.

Maharishi Vedic Science explains that the self-referral process of pure consciousness
knowing itself is the seed of all creativity in the universe. This self-referral dynamic is
found at every point in creation (Maharishi Mahesh Yogi, 1993, pp. 276–277). When an
artist consciously experiences self-referral, he or she awakens creativity at its source,
and then greater creative intelligence is expressed on all other levels of existence: mind,
body, and environment. Maharishi predicts that the repeated experience of pure con-
sciousness unfolds greatly expanded levels of creativity, comprehension, vitality, and
support from the environment, culminating in higher states of consciousness. 

Maharishi (1995b, p. 146) identifies seven states of consciousness: a) the three rela-
tive states of waking, dreaming and sleeping, b) a fourth state called transcendental con-
sciousness, where the individual experiences pure consciousness, c) cosmic conscious-
ness, the fifth state of consciousness, in which the state of pure, transcendental con-
sciousness is maintained in activity, along with the three relative state, d) God con-
sciousness, the sixth state of consciousness, in which the individual begins to appreciate
the finest relative values along with the permanency of pure consciousness and, e) unity
consciousness, the seventh state of consciousness, where everything in creation is
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appreciated as impulses of one’s own self-referral consciousness—wholeness moving
within itself. (Maharishi Mahesh Yogi, 1995b, p. 146; Alexander & Boyer, 1989.) In
higher states of consciousness, when pure consciousness is permanently maintained in
activity, action is always life-supporting for the doer and the environment, and in accord
with Natural Law (Maharishi Mahesh Yogi, 1986, p. 32). Such spontaneous action can
be called completely “socially responsible,” thereby fulfilling the goal of revisionary
Postmodern theory and practice.

Principles D & F: Primacy is placed on experiencing higher states of conscious-
ness, in which the art student enjoys bliss and fulfillment at all times, and express-
es the universal value of pure consciousness in specific works of art.

The ability to manifest the unmanifest in art occurs when the student is established in
transcendental consciousness, in the state known as cosmic consciousness, where the
experience of the Self or pure consciousness (also referred to as Being) is permanently
maintained amidst dynamic activity (Maharishi Mahesh Yogi, 1969, p. 315). While
Maharishi describes seven states of consciousness, he indicates that the artist should be
established, at the very least, in the fifth state of cosmic consciousness in order to be
truly successful. The goal of art education, therefore, is to promote in the student
growth to higher states of consciousness. As Maharishi (1973) points out, “in Cosmic
Consciousness, the artist not only gains the ability of simultaneously maintaining broad
comprehension along with sharp focus but also the ability to express, through his imagi-
nation and feeling, the unexpressed level of Being in such a way as to make it con-
crete.” Maharishi (1974) emphasizes that:

Cosmic Consciousness is the ideal awareness of the artist, because in this state of con-
sciousness the artist can spontaneously maintain unbounded awareness while maintaining
the boundaries and can depict the unbounded value onto the bound; unbounded values get
transported onto the finite values of his strokes on paper. He is able to sustain that
unboundedness, and he is able to move that unboundedness through his brushes. 

In cosmic consciousness the artist lives the full value of the Self, and can depict the
universal value of unboundedness in the art work. Maharishi (1979) explains that this
universal value is what defines a successful work of art:

Universal value is the defining quality of a successful piece of art, and is created from the
level of pure consciousness which is a field of all possibilities. It has universality, all possi-
bilities, expressed within its individuality. Successful art is the profound and precise
expression of life from the level of the simplest form of awareness. From this level, art is
capable of displaying all possibilities. Expression from the level of the simplest form of
awareness is ‘artistic’ expression because it has universality imbibed within its individual
content.

Universality and individuality co-exist in the successful work of art. It is
possible to create art which embodies all possibilities within one finite expres-
sion by creating from the level of pure, transcendental consciousness, the field
of all possibilities. Maharishi explains that such universal art appeals to every
heart:
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A piece of art that is capable of whispering the songs of life in eternity can clearly whisper
a message of love and happiness and ‘cheer-up’ to every heart, to every mind, to every
level of consciousness no matter what—dreaming or sleeping or waking or deep rest or
depressed or whatever. A piece of art is just a wave of life, a wave of love, a wave of hap-
piness, a wave of eternity. (Maharishi Mahesh Yogi, 1970a, pp. vi–vii)

When art embodies this universal value, it naturally nourishes its audience. It affects
every heart and every mind, every state of consciousness, even one who is dreaming,
sleeping, waking, or enjoying deep rest. As Maharishi (1976) emphasizes, it nourishes
the environment and all people—no matter what state of consciousness they are experi-
encing—because it is generated from the unified level of self-referral consciousness.

Some critics and artists, especially in traditional cultures, have glimpsed exalted pos-
sibilities for art which are akin to the attributes of art and creativity identified by
Maharishi Vedic Science. The Taoist tradition of China provides an example of artists
who seek to attune themselves to a higher Spiritual Reality and so be transformed.
Taoist painter Chan-Huai-Huan reflects: “Only he who reaches Reality can follow
Nature’s spontaneity and be aware of the subtlety of things. . . . His brush will secretly
be in harmony with movement and quiescence and all forms will issue forth” (in
Chung-yuan, 1963, p. 206). Titus Burckhardt (1967) observes that Taoist landscape
painting, “unveils the primordial harmony of things, a harmony that is ordinarily hidden
under the subjective continuity of the mind. When this veil is suddenly torn, hitherto
unobserved relationships, linking together beings and things, reveal their essential
unity” (pp. 136–137). Speaking on behalf of the Islamic tradition of art and architecture,
Ardalan and Bakhtiar (1973) explain, “The traditional artist creates the external art form
in light of the inspiration which he has received from the spirit; in this way the art form
is able to lead man to higher states of being and ultimately to unity” (p. 7).

Principle L. Through Maharishi Vedic Science, the creative process can be
clearly experienced, systematically understood, and reliably applied. Creativity is
naturally effortless, spontaneous, and enjoyable.

Many artists, especially in modern times, have not experienced consistently sponta-
neous, effortless, and fulfilling creativity. The reason for this may be the lack of the
conscious experience of pure consciousness, the source of these characteristics of cre-
ativity. The experience of pure consciousness can be blocked or occluded by stress in
the individual nervous system and also by stress in the collective consciousness of soci-
ety. Many artists have found the Transcendental Meditation technique an effective
means to release stress and experience effortless and enjoyable creativity (Cain, 1975). 

In contrast to modern assumptions about creativity, Maharishi Vedic Science defines
the creative act as inherently joyful since it follows the creative mechanics of self-refer-
ral consciousness, the field of bliss. Maharishi (1970b) indicates that “the character of
that field of pure Creative Intelligence, which is the source of thinking and the basis of
action and expression, is infinite and bliss.” In creating art from this level, “infinite bliss
should pour out through every wave of artistic creation” (Maharishi Mahesh Yogi,
1970b).

From Maharishi’s analysis we can conclude that struggle and suffering are antitheti-
cal to creativity, because the primordial creative impulse is understood as the self-refer-
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ral move of bliss consciousness, when pure consciousness becomes aware of itself. This
self-referral performance at the deepest level of consciousness is the source of creativity
at more expressed levels of life:

Art is the skillful expression of life. The artist, constantly utilizing his creative impulses,
continues to draw from the reservoir of creativity present in his own being. This is how his
consciousness, bathing in the fresh springs of creativity, rises to the prodigious brilliance of
natural creation. Exposed to the beautiful process of unfoldment, an artist, when he opens
his awareness to the fullness of pure creative intelligence within, draws together the strokes
of inspiration and ultimate achievement and enjoys them in the oneness of freedom.
(Maharishi Mahesh Yogi, 1975a, p. 157) 

When the creative mechanics of artistic performance follow the creative mechanics
of Nature—the self-referral functioning of pure consciousness and its sequential unfold-
ment as the laws of nature—then art is on a par with “the prodigious brilliance of natur-
al creation”; its speaks with a universal voice, and the art student enjoys his or her
achievement as the experience of “freedom.”

Scientific research indicates that the Transcendental Meditation technique develops
creativity and faculties related to creativity. Psychological research has shown, for
example, that creativity increases in college students as a result of the Transcendental
Meditation technique (Travis, 1979). From the perspective of modern psychological
theory, the ability to maintain broad comprehension and narrow focus has been associ-
ated with higher levels of field independence, which has been positively correlated with
creativity. Field independence is held to be a measure of an individual’s part-to-whole
awareness and refers to an analytic style of perception. Pelletier (1974, 1977) has suggested that
increased field independence is indicative of improved pattern recognition and
increased accuracy of perceptual judgement, specifically the ability to focus on a
defined area of the sensory field without losing broad comprehension of the total envi-
ronment. This ability, he maintains, is greater in those who practice the Transcendental
Meditation technique. One would expect that the art student, who deals with many parts
within the context of the creation of a “whole” work or performance, would benefit
from increased field independence.

Research by one of the authors has shown that Maharishi University of Management
art students have significantly higher levels of field independence when compared to
both peers and normative data (Fergusson, 1992, 1993). In order to verify whether field
independence is relevant to art practice and achievement in art, Fergusson has investi-
gated in these studies the relation of field independence and standard measures of
accomplishment in college art education, and found significant and consistent correla-
tions. 

C. Every human being has the potential to express the infinite creativity of
Nature. This inner genius can be effortlessly unfolded by anyone through the prac-
tice of the technologies of Maharishi Vedic Science.

Modernists hold that the artist is a genius whose creativity is unpredictable. For
example, Kant (1986), whose ideas directly influenced Modern theory, defined genius
as “a talent for producing that for which no definite rule can be given” and “it cannot
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indicate scientifically how it brings about its product” (p. 42); an innate faculty, genius
dies with the individual. Postmodernists declare the notion of genius to be nothing other
than an elitist, relative conception. Maharishi Vedic Science, on the other hand, totally
redefines the meaning of genius. Maharishi (1970b) explains genius in terms of natural-
ly expressed creativity:

There is a difference between the creativity of a genius and the creativity of a non-genius.
A genius is a naturally creative person. A creative person is someone who is able to do less
and accomplish more, someone who doesn’t have to struggle in order to create: this is cre-
ativity. 

Maharishi (1970b) continues to add that, “because a genius is a person with very
clear consciousness, he sees things so clearly he does not even experience obstacles or
resistance to creativity; he just keeps on progressing on the steps of greater achieve-
ment.” Thus, “facility and ease in the field of achievements is what marks the steps of a
genius, the steps of a creative man” (Maharishi Mahesh Yogi, 1970b). In this way,
Maharishi brings out the principle that natural creativity is the hallmark of genius, and
is the property of any individual who functions from the level of pure consciousness,
the Unified Field of Natural Law. 

The Consciousness-Based approach to educating artists is founded on the assumption
that this inner genius of everyone—natural and unrestricted creativity—can be unfolded
simply and easily through the practice of the Transcendental Meditation and TM-Sidhi
programs. As Maharishi (1975b) concludes:

Although art has always been taught, it had been thought that it was some inborn faculty
that structures the artist, his vision and skill. But those days have gone when the genius of
man was thought to belong to a few people born with a high level of consciousness. Now is
the time when physics has declared the existence of a field of all possibilities located in the
least excitation of consciousness. With this understanding about the different levels of cre-
ation, the unfoldment of the innermost level of life and its display on the surface values of
living has become simple and easy.

Principle G: The Consciousness-Based approach to educating artists cultivates a
universal human being, a role model for society; and Principle H: Art students can
create a coherent and transforming influence in society and the world through the
practice of the Transcendental Meditation and TM-Sidhi programs.

The life of an artist has sometimes been associated with an erratic or anti-social life-
style. Artists, who may think that intense states of creativity can be stimulated by
extremes in behavior and experience, may feel compelled to be active at all times of the
day and night, disregarding balanced patterns of sleep, eating, and recreation.
Underlying this view of an artist’s life is the mistaken assumption that heightened activ-
ity is the basis of the flow of creativity. 

As discussed above, artistic creativity can be understood as the expression of cosmic
creativity, and as Maharishi explains, cosmic creativity unfolds through the cycles of
rest and activity. Rest in the night prepares nature for the activity of the day. In the same
way, the deep rest gained through the practice of the Transcendental Meditation tech-
nique serves as the basis for the most creative, dynamic activity. “In repose, the mind
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becomes a mirror of all creative possibilities. Emerging from this state it creates dynam-
ically without effort” (Maharishi, 1973). Pure consciousness, a field of absolute silence,
is the source of all dynamism in creation. By establishing individual awareness on the
level of pure consciousness, the artist can create as Nature creates: spontaneously and
with infinite organizing power.

To promote the development of consciousness among students, Maharishi University
of Management structures a comfortable routine with a balance of rest and activity as a
framework for promoting maximum energy, creativity, and health (Bonshek, 1989).
Applying the guidelines of the Maharishi Vedic Approach to HealthSM program, which
include knowledge of behavioral, dietary, and daily and seasonal routines to promote
perfect health and life in accord with Natural Law, the faculty are given the responsibili-
ty for organizing a healthy learning environment. As a result of the comfortable routine
and supportive learning environment, students increasingly enjoy improved quality of
life while achieving their academic goals. Research indicates that the health and health-
related behavior of college art students are associated with outcomes in an art curricu-
lum when 106 students from four universities where measured (Fergusson & Bonshek,
1996). This research also indicated that Maharishi University of Management art stu-
dents are generally healthier than their peers.

With respect to the role of the artist in today’s society, faculty at Consciousness-
Based institutions generally endorse the view that artists have a social responsibility.
Maharishi (1975b) indicates that, “the role of an artist in society is to create a model
human—an individual who is growing in the ability to express the full value of life. The
life of an artist should always be a model to all other people in society.” The artist’s pri-
mary responsibility is to develop his or her consciousness to radiate a harmonious, life-
supporting influence in the environment. “Such should be the life of the artist: fulfilled
in himself and in good harmony with the environment. Only then will he create more
complete pieces of art, where life will be lived and eternity will be pictured” (Maharishi
Mahesh Yogi, 1970a, p. vi).

Art is structured both by the individual artist’s consciousness and by society. The
society and culture influence to a large degree what the artist can experience, imagine
and create. Maharishi (1976, pp. 123–124) points out that any social group has a collec-
tive consciousness (the wholeness of consciousness of the entire group); for example
family consciousness, community consciousness, city consciousness, national con-
sciousness, and world consciousness. Collective consciousness is understood as the
major determinant in the quality of social life. Maharishi (1986, pp. 74–75) explains
that pure consciousness, the Unified Field of all the Laws of Nature, is at the basis of all
levels of collective consciousness. Because pure consciousness is an unbounded field
with the qualities of perfect orderliness and infinite correlation, just a few people creat-
ing a profound influence of orderliness within this field can catalyze major changes in
collective consciousness, and therefore in the behavior and values of society.
(Maharishi European Research University, 1979, pp. 28–29)

This influence, called the “Maharishi Effect,” has been repeatedly tested by measur-
ing the societal effects of groups practicing the Transcendental Meditation and TM-
Sidhi programs, which create coherence from the level of pure consciousness, the
Unified Field of all the Laws of Nature. Scientific studies have found the group practice
of this program results in holistic, positive, and statistically significant changes in the
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quality of life of the surrounding community, nation, and world (Alexander, Nader, &
Davies, 1989; Gelderloos, Frid, Goddard, Xue, & Löliger, 1988; Institute of Science,
Technology and Public Policy, 1994; Orme-Johnson & Dillbeck, 1987). Maharishi
(1995b, p. 70) has predicted that a group as small as 7,000 practicing the Transcenden-
tal Meditation and TM-Sidhi programs together can completely transform world con-
sciousness. Following the same principle, much smaller groups can significantly
improve community, city, state, and national consciousness. Through the practice of the
Transcendental Meditation and TM-Sidhi programs, art students can enliven harmony
and coherence in society, and contribute to the quality of life in their communities.
Thus, Maharishi Vedic Science greatly expands and fulfills the aspirations of art theo-
rists and educators who call for an artist who is socially responsible (Fergusson &
Bonshek, 1990; Gablik, 1991; 1992), and who is an exemplary human being (Kuspit,
1990a).

Principle I. Culture, history, and tradition have their basis in the universal field
of Natural Law, the ultimate source of all cultures. When individuals experience
this Unified Field of pure consciousness, they are able to deeply appreciate both
the uniqueness and the universal values expressed by world cultures. 

From the perspective of Maharishi Vedic Science, the verb “culture,” meaning to
cultivate or refine, is fulfilled in the process of evolution to higher states of conscious-
ness. Maharishi (1978) explains that the culture of a country refines the individual,
enabling the development of enlightenment:

Culturing life, that is refining the crude values, is like refining gold ore, where fine, pure
gold particles are mixed up with mud. Through the refining process the ore is cultured from
a crude muddy form to a refined gold. In the same way, the culture of a country puts the
crude human element, starting from birth, through the evolutionary process of refinement
to produce very cultured, refined, and enlightened persons. An enlightened person is one
who does not violate any laws of nature. It is the laws of nature which are responsible for
the creation and evolution of life. 

When a person acts in harmony with the laws of nature, he steps on the effortless and royal
road of evolution. In evolution, life grows in steps of fulfillment and the person continually
goes from more to even more and still more fulfillment. In the higher stages of fulfillment
is the joy of life and strength. We call this inner fulfillment the integration of life, because
mind and body act in full co-operation and co-ordination. Such culturing of life is culture
according to natural law. The nation’s cultural integrity is built up on this basis of integra-
tion within the individual. (pp. 91–92)

From Maharishi’s explanation, we can see that a society’s or nation’s culture is cru-
cial to the development of life. On the individual level a fully cultured state of mind is
one which is established in the self-referral state of consciousness, “where the unbound-
ed range of pure intelligence is available in the form of infinite Creative Intelligence
endowed with the total potential of infinite organizing power” (Maharishi Mahesh Yogi,
1994, p. 148). Evolution, Maharishi teaches, is the goal of all cultures; culture is the
basis for progress in any land. While cultural values help the individual evolve, the
omnipresent, universal foundation of culture—pure self-referral consciousness, the total
potential of Natural Law—is not influenced by the specific characteristics of any partic-
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ular culture. By enlivening this total potential, however, through regular practice of the
Transcendental Meditation and TM-Sidhi programs, the universal and specific values of
all the laws which support culture are strengthened. Thus, students in Consciousness-
Based educational institutions, through the practice of technologies of consciousness,
naturally enliven cultural integrity and the harmony of cultures. As experience of pure
consciousness grows, students also become increasingly able to appreciate both univer-
sal values and specific cultural values in their own culture and other cultures. 

Recent developments in the world show an increased concern for indigenous peoples
and the revival of cultural traditions. It could be argued that this is not simply a
Postmodern phase but that attempts to revivify tradition and indigenous cultures suggest
an important change in world consciousness. Maharishi (1978) emphasizes that the spe-
cific values of culture actually sustain life for a particular group and, for the full devel-
opment of individual cultural values, have to be preserved or life will not be sustained:

All the values that enrich life in a particular geographical area constitute its culture.
Creativity is the source of all culture. The infinite potential of creativity lies in the state of
pure intelligence—unmanifest, unbounded, absolute. The unmanifest Absolute is self-suffi-
cient. It cultures itself from within its own nature. All cultures are the expression of the
eternal impulse of the Absolute to know itself. (pp. 317–318)

In this context, the recent revival of culture and traditions, it seems, could be an indi-
cation of an upsurge in the degree of Natural Law being lived by the people of the
world.

Similarly, traditions are living structures which support evolution. Maharishi (1975a)
explains that just as “cultural values lie at the basis of all progress,” traditions are,
“those modes of creative intelligence which, embedded in the nature of life, have with-
stood the test of time and therefore serve as a safe ground for currents of creativity to
grow and find fulfillment generation after generation (Maharishi Mahesh Yogi, 1975a,
p. 249). For this reason, pedagogy must strike a balance between innovation and tradi-
tion, a principle upheld at Maharishi University of Management. Maharishi (1975a)
emphasizes that:

Knowledge has three aspects: understanding, experience, and tradition. The strength of
education lies in its innovative nature; yet the basis of innovative education must be main-
tained. This means our innovative techniques should not disturb what we are teaching. The
basic traditional values must be maintained. Whatever our methods of teaching, the content
of knowledge has to be maintained. (p. 247)

As discussed earlier, the fundamental content of knowledge is the self-referral value
of consciousness, and the development of this value is the aim of the Consciousness-
Based approach to educating artists. 

New Developments in Maharishi Vedic Science Related to Art

As discussed previously, M.on—the Constitution of the Universe, Âk Veda. Âk Veda
is not just a conceptualization about the nature of reality; the sequence of sound and
silence in the Âk Veda recapitulate the fundamental mechanics of the transformation of
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pure consciousness into matter (Maharishi Mahesh Yogi, 1995, pp. 95–108). In the last
few years, Dr. Tony Nader, M.D., Ph.D., under Maharishi’s guidance, has discovered
that the Veda and Vedic Literature express the fundamental structures and functions of
the human physiology. In his book, Human Physiology: Expression of Veda and the
Vedic Literature, Modern Science and Ancient Vedic Science Discover the Fabrics of
Immortality in the Human Physiology, Dr. Nader writes:

the laws that construct the human mind and body are the same as those that give structure
to the syllables, verses, chapters, and books of the Vedic Literature. The human physiology
(including the DNA at its core) has the same structure and function  as the holistic, self-
sufficient, self-referral reality expressed in Âk Veda. The specialized components, organs,
and organ systems of the the human physiology, including all the various parts of the ner-
vous system, match the . . . branches of the Vedic Literature one to one, both in structure
and function. (1995, p. vii)

Nader goes on to explain that this discovery reveals the secrets of orderly functioning
of all the organs of the body, and how this orderliness can unfold the absolute order of
the universe, establishing the individual physiology and consciousness on the level of
cosmic life. Some artists and critics have glimpsed the close connection between cosmic
creativity and individual creativity, and perhaps experienced it in their own physiology.
Kasimir Malevich (1969, p. 24), a pioneer of modern abstract art, wrote, “Creating
means living, eternally creating newer and newer forms. . . . We are the living heart of
nature. . . . We are the living brain which magnified her life. An artist is given talent in
order that he may give to life his share of creation and increase the flow of life.” In
describing the essence of traditional Chinese painting, Roger Goepper (1963) explained
that “Art seeks to capture the breath or in a wider sense the energy or essence that per-
vades the whole of animate and inanimate nature.” The artist, Goepper continued,
“allows the life forces operating through him to crystallize in the work of art he creates,
so that they may then be felt, and awakened to fresh life by the receptive viewer” (pp.
30–31).

The discovery of the Veda in human physiology is practically applied, Dr. Nader
points out, through the Maharishi Vedic Approach to Health program, resulting in free-
dom from disease, disorder, and suffering in life. For educators this program offers
ways to bring “the fruit of all knowledge to everyone—a mistake-free, problem-free,
healthy, happy life” (1995, p. viii). Art faculty and students at Maharishi University of
Management have integrated aspects of the Maharishi Vedic Approach to Health pro-
gram into their daily life, resulting in better health, more clarity, and greater balance and
fulfillment in art and in life.

Another recent development in Maharishi Vedic Science especially relevant to art
arises from a branch of the Vedic Literature called Sthåpatya Veda. Maharishi
Sthåpatya VedaSM highlights the establishing quality involved in the structuring of self-
referral consciousness (Maharishi Ved Vigyån Vishwa Vidyå Peetham, 1996, pp.
104–105). As Nader (1993) points out, “Sthåpatya Veda is the science and technology
of establishing every individual in accord with Natural Law” (p. 57). While Maharishi
Sthåpatya Veda includes knowledge of city and town-planning, architecture, art, and
design (Fergusson, Bonshek, Norman, & Norman, 1990), Maharishi explains that the
ultimate purpose of Sthåpatya Veda is to
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awaken and enliven consciousness, enliven intelligence, in the structure of inert matter;
enliven the energy of Cosmic Intelligence in every material structure; enliven the whole in
every part; raise every aspect of life to perfection and render every aspect of living in the
evolutionary direction of Cosmic Life. (p. 179)

More recently, Maharishi (1996) has referred to Sthåpatya Veda as Våstu Vidyå, the
knowledge of Våstu, the harmonizing power of Natural Law. In this context, art
becomes a part of the expression of material life in terms of Natural Law, supporting
life in an evolutionary direction. This knowledge is currently being applied in the design
and construction of architectural structures in many cities around the world including
Fairfield, Iowa, with the participation of architects, designers, and sculptors who are
faculty of Maharishi University of Management. Some studio courses and seminars
have been taught which incorporate projects utilizing Maharishi Sthåpatya Veda princi-
ples. For example, students have been involved in the construction of prototypes for a
Maharishi Vedic Observatory™ (Maharishi University of Management, 1996, p. 34)
whose core design is a three-dimensional structure of the Veda itself. 

Conclusion

Since the basis of all knowledge is the consciousness of the knower, the development
of the art student’s awareness is the primary concern of the Consciousness-Based
approach to educating artists. The enlivenment of this fundamental level of pure, self-
referral consciousness is achieved primarily through the practice of the Transcendental
Meditation and TM-Sidhi programs. The field of pure, self-referral consciousness is
unbounded bliss consciousness, infinitely creative, the home of all the Laws of Nature,
beyond time and space yet the ultimate source of all art and all cultures. This pure con-
sciousness can be experienced as the simplest form of the artist’s own awareness—it is
the Self of everyone. Learning to function from this level, the artist can become a uni-
versal human being whose thoughts, speech, and actions are fully in accord with
Natural Law and are therefore always nourishing to the actor and the environment.
Functioning from pure consciousness, the artist can express universal values in the art
work, radiating the eternal beauty of pure consciousness. Such art inspires its audience
and communicates infinity universally throughout time. 

We have seen how Maharishi Vedic Science reconciles the opposing world views of
Modernism and Postmodernism, supporting difference and relative meaning on the
basis of absolute knowledge, the unified basis of theory and of all forms and phenome-
na in creation. This approach naturally unfolds the inner genius of every art student,
allowing the student to access infinite creativity and realize his or her personal and pro-
fessional goals. With its unique understanding of selfhood and a means to unfold the
unified Self in the student and in art, it allows for the experience of a new sense of Self,
which is a field of all possibilities. Thus, the Consciousness-Based approach to educat-
ing artists fulfills the aspirations of artists, educators, and theorists by holistically devel-
oping the artist to be an inspired creator of art, and an exemplary human being who con-
tributes a life-supporting influence to the community and the world.

Art is structured both in the consciousness of the artist and in the collective con-
sciousness of the culture. For artists to fully realize their highest goals, the level of col-
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lective consciousness in contemporary culture must be raised. Maharishi Vedic Science
provides systematic, field-tested technologies to develop collective consciousness, cen-
tering on the group practice of the Transcendental Meditation and TM-Sidhi programs.
These programs have been shown to create a powerful influence of coherence, creativi-
ty, and harmony in the environment, silently inspiring individuals everywhere to live
life in accord with Natural Law. In the light of the complete knowledge and scientically
validated technologies now available in Maharishi Vedic Science, Maharishi (1991) has
envisioned the creation of an enlightened civilization in this generation: a Unified-Field
based civilization where cultural variety flourishes on the field of infinite unity; a civi-
lization characterized by peace, unlimited creativity, and wholeness of life; a civiliza-
tion which Maharishi has named Heaven on Earth.
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