Here is a concrete but hypothetical example of how to to apply the principles in Centering
by M. C. Richards in three different ways: meditation, experiment, and redirection.

The Stuck Artist — we have all probably been here before.
Let’s imagine:

A Continuing Resident has been working for months on a series of mixed-media pieces
about “home.” The early pieces felt alive — intuitive, layered, emotionally resonant. But
now:

The work feels repetitive.
e FEach new piece looks like a slightly diluted version of the last.
e She keeps adjusting composition but nothing feels essential.
e She’s overthinking instead of discovering.
o She’s beginning to doubt the whole series.

She says on Slack:

“l don’t know what’s wrong. | just can’t move forward.”

This is not a technical block.
It’s a centering block.

What Would Centering Suggest?

M.C. Richards does not say “try harder.”
She says: return to the center.

Centering is not about solving the piece.
It’s about re-entering the living relationship between body, material, and meaning.

Let’s apply it three ways:



1. As Meditation: Returning to the Body

Instead of fixing the artwork, she pauses the artwork.

Centering practice:

Sit in the studio with one unfinished piece.
No tools in hand.

Notice breath.

Notice posture.

Notice tension in shoulders or jaw.

Ask quietly: Where am | pushing?

Often the stuckness lives in the body first.

Then one question:

“What would happen if | let this piece be unfinished?”

Sometimes the block is perfectionism disguised as commitment.

This meditation doesn’t change the artwork.
It changes the artist’s stance toward it.

2. As Experiment: Working From the Edge Instead of the Center

Richards talks about working from the center outward — not decorating the surface but

discovering from within.

So instead of continuing the current composition, the artist might:

Tear the piece in half.

Cover 70% of it with gesso.

Rotate it 180 degrees.

Add one radically different material (thread instead of paper, clay instead of wax).

Limit herself to 10 minutes of non-precious mark making.

This is not destruction.

Itis re-centering through risk.



When work becomes formulaic, it means the artist has moved from center to perimeter —
from presence to habit.

The experiment pulls her back into vulnerability.

3. As Change of Direction: Listening for What the Work Wants
In Centering, there is always an emphasis on listening.
So instead of asking:
“How do | finish this series?”
She might ask:
“What is trying to emerge that I’'m not allowing?”
Maybe “home” is no longer the live question.
Maybe the real question has shifted to:

o exile

e protection

e containment

e migration

e vesselinstead of house
For a Continuing Resident, this is powerful.

Because they are not beginners.
They are in a long arc of becoming.

Centering may mean allowing the series to evolve into something adjacent — not
abandoning it, but following its deeper current.

How This Applies to the Enso Circle
For Continuing Residents especially, stuckness is often:
o Identity fatigue (“This is what | make.”)

¢ Audience awareness (“People expect this.”)



¢ Competence paralysis (“I know how to do this, so why does it feel dead?”)

Centering invites:
e Slower pace.
e Fewer outcomes.
e More listening.

e Reconnection with the original pulse that brought them into the Enso Circle in the
first place.

It is not about productivity.

Itis about alignment.

That’s centering in action.



