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INTRODUCTION

In my dissertation I wish to study the nature of subjectivity and how gaining a

knowledge of one’s feelings can help achieve a greater sense of wholeness.

In the first chapter I will review the relevant literature on the nature of
subjectivity and show how Witkin’s theory of subject-reflexive action is the basis
for an intelligence of feeling. I will include in this chapter statements from
various authors concerning the threat posed by an ever-growing materialistic, fact-

knowing society to our precious subjective natures.

In the second chapter I will put forward a role for teachers to take on when
educating pupils in this area. This role involves a clear understanding of the
entire problem to be set, a sincere belief in the active and truly essential
contribution the teacher can make as well as a belief in having a genuine, caring
and nurturing relationship with one’s pupils. This chapter will also include
reference to the importance of structure, skills, media control, the sensate
problem to be evoked and explored, the use of realised forms and the arrival at
a final holding form through a series of smaller but no less important tasks, all

in themselves essential to a course in self-expression.

The previous two chapters firmly set the background for the next two chapters,
dealing with research gained in the classroom with my fifth year and second year
groups. The research involved structured, carefully worked out schemes of work
involving the self-expression of the pupils, which aimed to connect subjectivity
with design and critical studies within and through the course of lessons as a

means of achieving this greater sense of wholeness.

[t is worth mentioning that the literature I have reviewed mainly concentrates on
the area of subjectivity and the knowledge of feelings. In the future I hope to
review in detail and concentrate on the relevant literature associated with the

other parts of this wholistic viewpoint, which includes the awareness of all kinds
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of achieved art, of nature and landscape, of the environment, design and
technology, as well as the means of personal and critical appreciation, made

possible through introducing an informed language.

In this introduction to the following dissertation, I wish to make known to the
reader that I believe firmly in this wholistic approach and I believe that it can
inform, enrich and illuminate young people’s lives and put them in touch with
their inner Beings. The outcome is an education of the sensibility of each
individual child in relation to the whole nature of art, and I hope these belief’s

are quite apparent in the following study.

vii
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CHAPTER 1

SUBJECTIVITY:
A REVIEW OF THE LITERATURE

Subjective Intelligence

Education must rediscover a real concern with subject-reflexive
action. Subject-reflexive action is the foundation of an intelligence
of feeling. It is the process whereby Being is transformed and
thereby transcends its former relationship to the World. (1)

To justify such a statement that stirs up such curiosity and as many questions
requires that one understands the nature of subjectivity and feelings, and how
they are a way of knowing. This understanding must be one that is real and
concrete to us and not an understanding that is ambiguous or mysterious and
beyond our reach. An understanding of how subjectivity involves intelligence of
feeling will be beneficial in helping us to fully comprehend and appreciate what

it really means to "insist upon oneself." (2)

I wish to follow Witkin’s development of his theory of subject-reflexive action as
a basis for education through the expressive arts, as I believe it is the most

detailed, comprehensive study and analysis of the subjective process.

Witkin firstly defines action as adapted behaviour. He uses the example of a
person who cannot control himself in water that is too deep for him to stand in.
The water "resists all of his normal movements." (3) Witkin goes on to explain
that

If he is to overcome the resistance and to move through the water
then he must organise his behaviour to take account of the specific
properties of water. He must learn to swim. (4)
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Swimming is the action and it is as such a result of adapting one’s behaviour to
allow the action to take place. He continues to locate the two aspects of
behaviour with respect to action as well as pointing out the differences that exist
between them. Not only should we think of behaviour as something that we do
in the environment, or something we use to make things happen in the
environment, but it consists also of

...... the disturbances that are evoked within me, the disturbances
of my being which I experience as sensate impulse. (5)

We act in the world only because our beings are disturbed. When behaviour is
seen as a sensate impulse or a disturbance awakened in the person, it provides
the energy for the active displacement of elements in the environment. (6) Just
as before in the swimming example, behaviour displaced elements in its
environmental medium, namely the water. Both the sensing and the active
displacement of objects in the environment are termed 'responses’. Witkin calls
the sensate impulse the ’subject-response’ and the active displacement of elements
in the environment is termed the "object-response’. Subject-response is concerned
with the disturbance of the person’s being, of what the person senses, or the
feelings evoked in the individual which only the individual can know. Object-
response on the other hand concerns itself with the displacement of objects, even
the displacements of the individual as an object. Witkin tells us that we should
note that there can be no action, no behaviour in the world that does not involve
these two aspects of behaviour in some degree, for he says "my existence in the
world provokes both sensing within me and action in respect of the world." (7)
There are he says "the twin poles of my response." (8) Sensing is responsible for
motivation, the will or energy to behave, while it is the behaviour in displacing
objects that uses this motivation and energy. We can only act in the world when

our beings are disturbed in the world.

Just as Witkin located two kinds of behaviour, so too he identifies two kinds of
action, both expressive and impressive. If a person’s behaviour is controlled

directly by certain properties of an object (object response) then it is impressive,
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on the other hand if ones behaviour is controlled by a sensate impulse (subject
response) then it is more expressive. Witkin defines also two types of "knowing’
in connection with the two kinds of responses he identifies. He calls them object-
knowing and subject-knowing. Object-knowing is the result of an object response
and subject-knowing is the result of a subject response. These in turn lead back
to the two kinds of behaviour identified. As we have seen Witkin said that
impressive behaviour is behaviour in which the individual comes to know the
world in which his Being exists, and expressive behaviour as we have seen relates
to the individual coming to know this sensing in respect of the world. Witkin
believes that we must be able to make sense of the world and of ones Being in
the world. This involves both object knowing and subject knowing, "unless the
individual can do this, action in the world is not possible." (9) It follows that
"He must be able to organise the there-and-then of his experience In the here-
and-now." (10) It is worth re-emphasizing I think, that subject knowing refers
only to the knowing of my sensate impulse while object knowing refers to the

knowledge of facts about me and the world.

Witkin now locates knowing more specifically in the context of action as a whole
as well as dealing with problems concerning the nature of the ’knower’. He says
that when the subject response is dominant it can in turn control the object
response in two respects. In the first respect it may simply "release itself in an
object response.” (11) In other words the object response may be responsive to
the subject response. Witkin uses the example of being angry and kicking a door
as a result, thereby letting your anger free in the act of door kicking. In this
example there is a reactive relationship between the object and subject response,
the subject response dominating the object response. He terms this type of
relationship as ’subject-reactive’. The other kind of reactive relationship occurs
when the object response is dominant. In this type the reactive relationship
"exists between the object response and the object." (12) He now uses the

example of walking faster when you cross the road because the lights have
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changed, your behaviour is therefore reactive. But it is the "situational
requirement that controls your behaviour i.e. releases it." (13). This type of

behaviour is termed ’object reactive’.

However it is not enough to be only responsive in order to "meet the
requirements of adaptation, to be fully adapted, the individual behaviour must be
effective as well as responsive." (14) Witkin uses the following example to make
his next distinction between object and subject reactive response -

If T itch (subject response) and then I scratch (object response), my
scratch may be said to be the counterpart of my itch. It is its
reciprocal and will be effective in the sense of cancelling it out. My
scratching behaviour is therefore ’subject-reflexive’. (15)

Subject reflexive behaviour differs from subject-reactive behaviour in that there
is no reciprocal relationship between the object response and the subject response
in subject-reactive behaviour. When one kicks the door in anger, the kicking
cannot be said to be the reciprocal of one’s anger, although it is an extension of
the anger. The kicking does not resolve ones anger or cancel it out. The same
is true of object reflexive behaviour. Witkin uses the example of catching an
approaching ball, by using a cupping action with ones hands. The cupping action
is the counterpart, the reciprocal of the approaching ball. The cupping action is

object-reflexive.

Witkin uses yet another example to make his next distinction in his theory. If
ones response to thirst is to drink then the drinking reciprocates the thirst and
the two cancel each other out in the process. However if ones response to the
thirst is "to picture water then this is a reciprocal and is not cancelled out by my
thirst." (16) Witkin sums up his point is saying that -

The use of reciprocals that are not cancelled out in the process of
being activated simply because they occur on a different level of
operation from that of the subject response or object that gives rise
to them, is the basis of all knowing. (17)
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Witkin now talks about the ’knower’ and attempts to alleviate the ambiguity that
surrounds the knower. The ’knower’ is made up of an inner and outer core. The
inner core consists of subject-reflexive response and the outer core of object-
reflexive response. The former he terms Being and the later "the Self’. "These
two structures, Being and the Self mediate all knowing." (18) Sensation is
experienced in Being. It is experienced as disturbance or the sensate impulse.
The sensate impulse is expressed in a reciprocal (subject-reflexive act) which
Witkin tells us is "incorporated into Being." (19) Being is now disturbed and
responds reflexively. The disturbance is only known in Being when the reflexive
response is incorporated. The same process happens in the case of the self. The
self comes upon the object and in an object-reflexive act the object is impressed
in a reciprocal, which like Being is then "integrated into the self." (20) Witkin
tells us that "Both Self and Being are the fabric of awareness. They are the
knower." (21) Arthur Robbins agrees when he says that -

The feeling of wholeness may initially be rooted in the implicit
awareness of Self and other giving rise to one another, permeating,
yet transcending one another - a primary creative act repeated
anew at every development juncture. Personal being is here felt to
be distinct, yet to exist fully and mysteriously in a state of union,
each pole possible by the other. (22)

The knower is therefore changed continually by new reflexive acts, new knowing.
Through these changes he transcends his relationships with objects and his
sensate experience. "It is man’s self that acts in the world, and his Being that is
disturbed in the world," (23) Witkin tells us. He continues on, saying that -

The growth of Being and Self requires reflexive action between two
levels of operation, it requires knowing. (24)

Witkin’s theory involves the idea of Being "made up of feeling-idea” (25) -

It has an order and a logic of its own. The structured and adaptive
characteristics of Being are what is meant here by an intelligence
of feeling. (26)

Forty years before Witkin, John Dewey was also writing of intelligent feeling -

Any idea that ignores the necessary role of intelligence in the
production of art works is based upon identification of thinking
with the use of one special kind of material, verbal signs or words.
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To think effectively in terms of relations of qualities is as severe a
demand upon thought as to think in terms of symbols, verbal and
mathematical. (27)

Malcom Ross believes like Witkin that -

The process of structuring (perceiving) the inner world of feeling
is an intelligent one since its purpose is to give coherence to that
world and to help us find our place within it. (28)

Feelings Defined

Witkin tells us that -

Feeling is quite distinct from mood or emotion. It is the reflexive
component of the affective life. It is the fabric of Being. Mood
and emotion are simply disturbance unknowing. (29)

Susanne K. Langer tells us that feeling in this case, means more than it does in
the "technical vocabulary of psychology" where it means "only pleasure and pain."
(30) It means more than when we speak of hurting somebody’s feelings, more
than feeling strongly about something or even feeling cold or sick.

The words whereby we refer to feeling only name very general
kinds of inner experience - excitement, calm, joy, sorrow, love, hate
etc.

Human feeling, Langer believes "is a fabric" or "an intricate dynamic pattern."
(31) Langer believes that this kind of inner feeling "applies to everything that
may be felt." (32) She agrees with Witkin, as she believes like him that feeling
"does much more than convey some nameable mood or emotion," (33) these are
simply "disturbance unknown" (34) as Witkin has already stated.

No name such as ’sorrow’ or ’joy’ fits any actual feeling throughout
its course. Feeling is a dynamic pattern of tremendous complexity.
(35

Langer believes that "mental phenomena" are "the most protean subject matter

in the world," (36) because of feelings
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...... whole relation to life, the fact that all sorts of processes may
culminate in feeling with or without direct regard to each other,
and that vital activity goes on at all levels continuously. (37)

Knowing Sensations

Langer tells us that "Sensations are a class of felt activities." (38) These sensations
"constitute a major department of feelings, sensibility." (39) We must first look
at the nature of the senses to understand their relationship to feeling.

Our sense organs are 'processing” mechanisms, and are also
peripheral outposts protecting the active deeper parts which are
less capable of improvising responses. (40)

The sense organs are "highly elaborate to deal with impingements." (41) The rest
of the body deals with impingements by either filtering "them out entirely, or
admits in a general way that creates no elaborate pattern." (42) Because these
organs are so elaborate and receptive their activities are "felt not only as impact,
but as qualitatively different kinds of impact" (43) - sight, hearing, smell, taste and

touch.

Lowenfeld and Brittain tell us that -

Touching, seeing, hearing, smelling and tasting involve the active
participation of the individual. (44)

They also tell us that -

It is not just a question of the presence of sounds or of having
things available to teach and see; it is the stimulation of the
interaction between the youngster and the environment through the
senses that makes the difference between the child who is eager to
explore and investigate that environment and one who retreats
from it. (45)

Lowenfeld and Brittain tell us that, "auditory sensitivity means detailed listening"

(46) and not just hearing.
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Visual sensitivity means an awareness of differences and details, not
just recognition; experiencing texture is not just touching an
object. (47)

What does the active participation of the individual in sensory awareness involve?
Malcom Ross talks about an "Intelligence of sensation” (48) and of how aesthetic,
sensuous meaning is "concerned with intelligent action - action that converts
information into meaning." (49) Herbert Read also says that -

The senses present the child with a multiplicity of phenomena, and
these he must gradually organise into an intelligible pattern. (50)

He believes that it is not enough to identify and discriminate between these
phenomena but that "these phenomena have to be related to one another, and
a coherent view of the world built up." (51) Witkin believes that we only know
sensation or sensing -

In so far as we express our sensing in displacement in the object
world, in so far as we project it in an ’object-medium’. Sensing
known is sensing expressed. It is sensing projected through the
medium of that which evokes sensing, through the medium of the
object. (52)

He uses the example of ’butterflies in the stomach’ as a "phrase that describes the
sensation of being ‘all of a flutter inside." (53) The phrase "expresses the
sensation through the medium of creatures" (54) that might cause just such a
sensation if they were fluttering about in ones stoﬁach. Witkin also tells us that
when sensation is awakened in the individual "it is encountered by the inner core
............ called Being." (55) Of the utmost importance here is the process of
recalling’ sensation. (56) It is central to the concept of feeling-known, as it is
through recalling sensation that we come to really sense and therefore really
know the qualities of the object (that acts as a source for evoking the sense
organs). When this recalling of the sensation is expressed in some form.

I come to know the disturbing of my Being my recalling the
disturbance of my Being. This recalling is facilitated by expression,
by the displacement of an expressive medium. (57)
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Why do we need to be "sensuously alive"? (58) Malcom Ross gives four reasons -
1. to be fully responsive to our encounters with our environment,
2 if we are to find aesthetic and emotional meaning in environmental
forms,
3. if we are to make full use of the expressive potential of the media

of representation,

4. if we are to guide the expressive impulse of its way to resolution in
sensuous form. (59)

Lowenfeld and Brittain tell us that -

It is obvious that for young children the senses are extremely
important, but in later years too the development of refined sensory
experiences should be a continuing process. (60)

If we agree with Langer when she says that sensation makes up a very important
part of feeling, and with Ross and Witkin when they say there is an intelligence
involved in sensation as there is in feeling, then we must agree with the fact that
there is a real need to develop the sensory experience, as -

We are living in a time in which mass production, mass education,
and mass seeing and experiencing have suppressed the sensitive
relationships of the individual. (61)

This neglect of sensory and subject-knowing and the absolute need for it will be
discussed in detail later in the dissertation, but first there is another question that
needs urgent attention, one that seems to lead out of what has been discussed,
i.e. if the words we use to name general kings of inner experience do not cover
the depth of the feelings, and indeed the knowing involved in these feelings, what
kind of language do we use to express our inner Beings? What can act as our

vehicle for expression?



B - I . I S B Bl D S B D G IS N B B B B Em T



————
——

10

The Arts As The Language Of Expression

The "real nature of feeling is something language as such - as discursive
symbolism cannot render." (62) Human feeling Langer tells us "is a fabric" or an
"intricate dynamic pattern." She attributes the language of the expression of these
feelings to the arts - "this dynamic pattern finds its formal expression in the arts."
(63) Witkin also attributes the arts with this role.

The process of creative science constitutes one of the purer forms
of object-reflexive action and that of the creative arts one of the
purer forms of subject-reflexive action. (64)

What makes self-expression in the arts so important "is that it is a more or less
sophisticated means, by which the being of the subject can be brought to mind."
(65) In the various areas of arts whether it be dance, poetry, painting, sculpture,
music or drama, the patterns and relationships in the felt life "are made objects
of special perceptual attention." (65) By representing feeling in the arts, parts of
one’s experience are brought together in a unified manner and the being of the
subject is realised. Malcom Ross believes that -

When we say we feel at home with ourselves then we seem to know
‘where we are’ in an inner world of subjective time and space. In
representing the world of feeling, in seeking to know that inner
world through representational action, we are in fact trying to
"place ourselves’ subjectively. (67)

Like Ross, Langer believes as she has already stated, that the education of feeling
lies with the arts. She also says that "the primary function of art is to objectify
feeling so we can contemplate and understand it." (68)

Art objectifies the sentence and desire, self-consciousness and
world-consciousness emotions and moods that are generally
regarded as irrational because words cannot give us clear ideas of
them. (69)

Witkin agrees with Langer as he believes that the creative arts should be given
a central role or "an especial significance in respect of the world within the

individual in respect of his subjectivity." (70) Lowenfeld and Brittain add that -
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Art education has the special mission of developing within the
individual those creative sensitivities that make life satisfying and
meaningful. (71)

One may now ask what would happen to the individual if this mission remained
unfulfilled. What are the consequences of not becoming subjective persons, of

not as Witkin puts it, "insisting upon oneself?" (72)

Losing the World of Feelings

Malcom Ross has spoken of placing ourselves subjectively, Ross also says that
"when that inner world is confused we say we feel lost." (73) The excuse Ross
gives for this confusion or expressive block is the society we live in. The
consequences that lie in store for people who do not become subjective persons
involve becoming -

alienated from themselves and from each other. They then become
capable of atrocious actions since they do not feel those actions
themselves. Such men stalk among us as ‘undead’. (74)

Witkin agrees when he says that -

If the price of finding oneself in the world, is that of losing the
world in oneself, then the price is more than anyone can afford.
(75)

Langer believes like Witkin and Ross that an education of feeling is of the utmost
importance for all people when she says that -

Art education is the education of feeling and a society that neglects
it gives itself up to formless emotion. (76)

L.A. Reid also believes that aesthetic experience involves personal feeling - "it is
value knowledge rather than knowledge of independent fact." (77) Ross would
say that fact is our "principal enemy," believing that schools are "conning" pupils
into believing "that all they need to get by in this world is a clear head and a thick
skin." (78) Reid believes that aesthetic education "tends to be pushed aside as

the demands of technological civilization increase." (79) Herbert Read adds that
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the art of the child declines after he reaches eleven years old "because it is
attacked from every direction.” (80) He says that it is not only pushed out of the
curriculum but out of the child’s mind! It is pushed out by the logical side of the
curriculum which in Read’s view involves arithmetic, geometry, physics, chemistry,
history and geography. He includes in this list literature, because of the way it
is taught. He goes on to say that "the price we pay for this distortion of the
adolescent mind is mounting up," it shows itself in a "civilization of ludeous
objects and misshapen human beings," (81) as well as -

sick minds and unhappy households, of divided societies and a
world seized with destructive madness....... The processes of
dissolution are fed with our knowledge and science, with our
inventions and discoveries, and our educational system tries to keep
pace with the holocaust. (82)

Witkin agrees when he says that the arts are left out of the definition of true
educational work. He feels that -

The expressivist theory of art .................... has the felt eye of the
individual as central and it is precisely this which is formally
excluded from the work of the school. (83)

If people are living in a world that is materialistic and object-centred, they are
"threatened with suffocation by objects that include" (84) themselves as objects.
Witkin tells us that "mo amount of intellectual grasp of logical or factual
relationships will change" (85) emotional confusion. What does one do to avoid

this suffocation or as Ross calls it "imaginative blocking or traumatizing?" (86)

We must be whole in our actions if we are to have a sense of meaningfulness and
of purpose. This is possible through self-expression or "giving vent to our feelings"
as "it bespeaks the physical and mental state we are in and the emotions that stir
us." (87) The arts provide the most effective medium for this self-expression,
indeed Arthur Robbins would say that the arts -

By their very appearance bear witness to "another me" the "other
body," "another world." The area of illusion it marks off at times,
lays claims to penetrating deeply into the real. It rushes like water
downhill toward a "truer" self. At times it claims to create a new
reality, a new self. It listens. It provokes. (33)
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Herbert Read also believes that the solution lies with the arts.

The creative activities which could heal the mind and make
beautiful our environment, unite man with nature and nation with
nation - these we dismiss as idle, irrelevant and inane. (89)

I will end this paragraph with a statement from Witkin that seems to encapsulate
the aim of self-expression as well as the intrinsic necessity of this aim for the
education of all young people.

There can hardly be an educational objective more important or
more profound than that of developing the capacity of the young
to achieve a greater sense of wholeness as acting subjects. It is the
true educational objective of developing oneself. (90)

To summarize this chapter, I now wish to briefly mention the main points that
were included in this chapter. I began by studying the nature of subjectivity and
how feeling is truly a way of knowing. I used the theory Witkin has developed,
this theory of subject-reflexive action, as a basis for education through the
expressive arts. His theory involves a series of distinctions which are very
beneficial in coming to terms with the nature of feeling. These distinctions are
made between the types of behaviour, action, responses and reactions. As his
theory develops each distinction builds on the one before and results in a very

detailed, truly enlightening study.

We then looked at what we actually mean when we talk of feelings and found
that it is those deep inner feelings, how we feel towards our feelings, that we are
concentrating on, and not general types of feelings. We also saw that feelings like
these inner ones are complex and exist in a "dynamic pattern” (91) as Langer

puts it.

Continuing on from here it was beneficial to study what we meant by being
"sensuously alive" (92) as Ross explained. We now understand that sensations
are an important part of feeling and are a form of knowing - sensation knowing,

just as feeling is.
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Continuing on from here we saw how the arts provide the expressive medium and
language through which to become subjective. Langer among others attaches
great importance to the arts, for expression -

...... in the logical sense - presentation of an idea through an
articulate symbol - is the ruling power and the purpose of art. (93)

What are the consequences of not becoming subjective, of not giving importance
to the expression of our feelings? As we saw, this would result in "sick minds,"
"unhappy households," "divided societies" and "a world seized with destructive
madness" in the words of Read. (94) We become imaginatively blocked or
anaesthetized. The fault lies with our educational system and the society that we

live in which promotes technological advances and knowledge of independent fact.

We ended with the solution to this serious problem. It involves the arts, creative
thinking, thinking in feelings and sensations alike, literally "insisting upon oneself."
(95) By expressing our subjective inner cores we come to a greater knowledge
and understanding of our feelings. Therefore we can be prepared for life and its

unpredictable journey.
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CHAPTER 2

THE TEACHERS PART IN THE
SELF-EXPRESSIVE ACT OF THE PUPILS

The Facilitators Method

In the first chapter we saw how the intelligence of feeling was identified as the
organised process of subject-reflexive action. Subject-reflexive actions can have
highly developed uses in the creative arts. The creative arts involve the
intelligence of feeling just as the sciences involve logical reasoning. Among the
art teachers whom Witkin interviewed as part of his research, he found that
there was -

...... a very strong consensus that art in schools is very much 2bout
the people who make it and only about the things which are made
in so far as these are personally expressive of the makers’ feeling-
idea. (1)

He found that art teachers, as opposed to the other arts teachers as in the case
of English, Music and Drama, do not -

...... experience the expression of feeling and direct emotional
engagement with the medium as either threatening or alarming. (2)

Indeed that art teacher usually takes self-expression and the various images
produced by children "as an indication that work is progressing as it should". (3)
If this is the case, why is there so much ambiguity and mysteriousness behind the
statements made by the various art teachers Witkin interviewed? Why does the
art teacher see "his role as the liberator primarily and as the educator only in a
very subsidiary sense?" (4) Before I attempt to find an answer to this question,

[ will first look at what the liberating or facilitating method involves.

20
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Facilitators allow learning to take place, as Carl Rogers explains. Their role is -

...... to free curiosity, to permit individuals to go charging off in new
directions dictated by their own interests. (5)

As part of Rogers recommendations he also suggests that, "the curriculum can be
self-selected by the student, based on his or her own current interests and
abilities". (6) Witkin found that this was a dominant view in the interviews he
carried out.

This demand that the pupil should be self-reliant and independent
in the formulation of ideas and should not expect the teacher to
involve himself in the process was a recurring theme in the
interviews that we had with art teachers. (7)

Indeed one teacher said that the art room is a place where the pupils should
stand on their own two feet -

...... where they are individuals and are able to say, T've got an
idea, I know more or less how to get on with it’. Therefore it starts
with them and not me. (8)

In relation to the control of the medium, Witkin also found that -

..... art as a discovery and exploration independently pursued is
gaining a strong hold as the principal ideology of many art
departments. (9)

Teachers are suspicious of the inhibiting and constraining effects techniques may
have on a pupil’s self-expression. Teachers prefer to allow the pupil -

...... to discover constraints for himself rather than to provide such
constraints ready made in the form of techniques. (10)

Witkin observes that -

...... the important point however is that there is a widespread
tendency to separate the pursuit of media control from the pursuit
of self-expression, and this is not an uncommon way of doing so.

(11)
The problem is that the two should grow together and complement each other.
It is at this point, where the pupil’s work moves more towards self-expression,
that he needs to be confident with the medium - "he is in most need of technical

assistance, precisely in order to free his expression." (12) Witkin also refers to

how some schools divide pupils into various groups within the art department,
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where one group of pupils want to do art for self-expression and others "for more
practical purposes". (13) What are the consequences coming from the facilitative
method teachers have adopted in schools for themselves, the pupils and art as a

subject in general?

The Consequences

If teachers adopt the facilitative role concerned with liberating the pupil’s idea
rather than taking on an educative role, I think as a result the pupil’s attitude to
art will not be healthy. They would not view art as a serious subject with much
to learn. It would be seen as therapeutic and as a release from other curricular
pressures. Aswell as this, the act of self-expression would not be truly developed,
it would not involve a real knowledge of the feelings involved. If control of the
medium is not refined and developed throughout the self-expressive act, it is a
betrayal of capturing the essence of the sensations evoked. Pupils do not reach
a resolution and lose respect for their work and the process involved. The
teachers do -

...... recognise the demands of controlling the medium and of -
exploring it for practical purposes and they find this very hard to
reconcile with the ideology of self-expression so far as the actual
teaching function is concerned, (14)

In recent years teachers have become increasingly interested in turn with the
pupil’s interests and the pupil’s ideas but as Witkin tells us, the teacher -

...... has not in many instances been able to couple the facilitation
of these within the context of a teaching situation that adequately
meets the pupil’s needs for controlling the medium. (15)

For the teaching of art the result is that its teaching -

...... undergoes an unnatural fragmentation which destroys the
integral nature of the activity and loses so much of the energy that
unity and integration alone can provide (16)
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The segregation of pupils and areas of art for the interests of pupils means that
all pupils in the long run 'miss out’ on something invaluable that, if combined,

would add to the real growth and development of the children.

We must remember as educators and not facilitators that -

...... idea is made in the interaction between the individuals feeling,
experienced as impulse for release, and the medium which he
works into the form that releases it. (17)

Malcom Ross tells us that we as art teachers must fight against "the destruction
of sensibility". (18)

Art teachers have a vital and difficult role in this situation - almost
alone, so it seems, among educationalists they have to protect and
nurture the young and maturing life of feeling. (19)

Art teachers themselves have the problem of trying to disconnect themselves from
traditional constraints involved in teaching art, which they think are limiting and
do not allow free expression to develop fully, and yet at the same time they need
to meet the needs of the pupils to control the medium in a capable manner so
that -

...... they can handle the greater demands made upon expression as
a result of adolescent development itself. (20)

We must try to find the balance between the two so that we as teachers can be
clear, confident and wholly appreciative of subjectivity and self-expression. These
contradictions and conflicts need not exist, with careful re-examination of the
teacher’s role and the contributions he can make which are necessary for the self-
expressive acts of the pupils. The following section aims to clarify such conflicts

and aims to involve the teacher in a real way in the pupil’s self-expression.
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The True Role of the Teacher in the Self-Expressive Act

We have looked at the problems, fundamental contradictions and the lack of
understanding involved in the teaching of the expressive act in arts education.
Like everything in life, ignorance leads directly from an inability to look, talk,
discuss and empathize, in order to come to a better understanding of what it is
one is ignorant about. There need not be this confusion about the teaching of
the expressive act. Teachers need not fear it, avoid it and isolate themselves from
it or stay on its perimeter. Teachers should enjoy teaching the expressive act with
confidence, and learn as much about themselves and their pupils as the pupils are
learning about themselves and their teachers.
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