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INTRODUCTION

In this dissertation, I want to evaluate the work of children I
am teaching art to in 0ld Bawn Community School in Tallaght,
Co.Dublin, Ireland. I will be choosing two groups, First years
and Fifth years, and give them the same project in order to make
comparative studies. This practical classroom activity will
be assessed by myself and in the 1light of contemporary
literature which I have been reading in conjunction with the

childrens' practical work.

This study begins with an examination of the work of Howard
Gardener, a developmental psychologist who is interested in

the artistic development of children.

He looks at Piaget's developmental stages, and how creative
children become dulled to Art and the creative process,
because as he sees it, a misreading of Piaget's developmental
stages is not relevant to the creative individual. Therefore
Gardener offers ways in which creative children from seven to
eleven can be trained to continue being enthusiastic about art
even when they enter Piaget's 'Concrete' and Formal—stage in
development, and how schools and teachers can encourage a
better methodology for a more creative way of living even after

they have finished intermediary schooling.

This will also take into account the implications of the new
Junior art syllabus in Art, Craft, and Design and -transition

year which attempts to correct loopholes in the previous






educational system in Ireland for secondary school

children.






CHAPTER 1

A REVIEW OF THE LITERATURE

Howard Gardener's Challenge to the Developmental Stages of

Piaget

Howard Gardener (1973), claims that the review of aesthetic
creative education has not provided any foolproof methods

for producing a genius in the classroom, or in fact to help to
continue the aesthetical education of any student for life.
Gardener states that individuals concerned with training in
the arts should become familiar with the nature and
developmental course of the principal psychological systems
that have already been investigated and try then to understand
them for application in the classroom. Gardener does this in
his study of cognitive psychology (1982) by looking at other
cognitive psychologists, such as Jean Piaget, the linguist
Naom Chomskey (1975) and Claude Levi-Strauss (1970s) the

famous anthropologist.(1l)

Gardener is deeply interested in the processes of human
creativity from the creative ability of a child to tﬁe work of
some of the great masters such as Picasso or Mozart. Gardener
looks especially to the work of Jean Piaget who started with a
biological account of the nature and development of knowledge
and intelligence, and it is from this 'developmental' stance
that Gardener hones in on and tries to understand the creative
person and process within Piaget's developmental formula. In

the 1920s when Piaget began working, very little was known of






childrens' intellectual processes; a child was regarded just
as a small adult. Piaget realised through studies and
experiments that children at different ages look at the world
in ways differently from adults. So Piaget began to
investigate the earliest signs of human intelligence during
the opening weeks of a human life. Piaget came up with four
main stages of development in a child's life up to early
adolescence: Firstly there is the 'sensorimotor' stage of a
child between one and two years, when a child becomes familiar
with the real world around it through its perceptions and
actions upon z Gy o Then secondly there is the
"intuitive/symbolic' stage, between two and seven years when
the child begins to use symbols, language or images to refer to
the world they act upon. These images or words cannot yet be
manipulated. The third stage is the 'concrete/operational’
stage, when a child from seven to twelve years, in school
begins to learn how to manipulate these symbols, words and
images and can conceive of objects not visible before them.
The fourth stage is the 'Formal stage' at the beginning of
early adolescence, from twelve onwards, when the young
adolescent becomes able to perform mental actions upon symbols
as well as controlled manipulation of symbols and objects.
Piaget saw his developmental stages as the common human

blueprint of all humanity.

In looking at Piaget's view of development in childhood, it
would appear sound, but Gardener (1973) noted that this is not
the case with the development of the creative child; Piaget

would see the normal child as improving their skills and method






with age.

In going back to the pre-school years, we see that his time is
considered the golden age of creativity, when children sparkle
with artistry, singing songs, making up stories. However it is
noted that this burst of creativity soon disappears. Gardener
asks questions (2) such as what is the nature of early
childhood artistry? What happens to this golden age of
artistic innocence and is the activity of the young child
creative artist related to the practices of a mature creative

person?

Children at the '"symbolic/intuitive stage" that Piaget
defined from two to seven years, learn symbols, the symbols of
their culture and their environment, be it language, imagery
or music. They have a freedom to be able to experiment and
express their values in a way which is highly personal and yet
social in order to convey to other people what they are saying.
Most important thinkers have deemed 'symbolization' central
to their inquiry into human activity, children draw certain
images until they get them right, be it 'Batman' or 'Mickey
Mouse'; they draw so much at this stage and with such-passion,

tension and expressiveness.

They are trying to make sense of their world and what is going
on around them. As Gardener (3) states, for children, an
artistic medium provides a special even unique avenue for
grappling with important and complex issues that do not lend

themselves to verbal discussion at an early age. It is because






they are unaware of the possibilities of the certain medium

that makes them child and not adult artists.

However Gardener points out that after this stage, in moving
into the 'concrete/operational' stage that children begin to
lose their enthusiasm for art and do a 'u-turn', giving up

altogether any creative outlet.

Piaget (1973), charts this as the natural progression towards
more rational and logical thinking, leaving childish things
behind according to Gardener (1982), who is more interested in
this change at this stage and is concerned about preserving the
creative process learned at the earlier stage, allowing
children to continue their creative education rather than just
a few children surviving this change over and continuing into
some creative discipline and becoming eventually involved in

the arts (4).

Gardener(1982), states that in understanding the artistic
process, new light can be shed on developmental questions for
psychology, with each discipline enlightening the other and
that this can be seen as supplementary to the work of Pliaget and
his developmental framework rather than reacting to it
negatively. Gardener feels that art is integrally related to
human development ©precisely because an individuals'
creative/artistic ability may continue to undergo a deepening
process if encouraged; this progression reflects parallel
deepening processes in that person's psychological existence

as they confront the different crisis of life. At this crisis






point between 'symbolic/intuitive' stage and 'concrete/
operational' stage, we find that children can be classed into
two categories. Those who become 'divergent' and 'convergent'
thinkers, or with a part of both, with one more dominant than
the other way of thinking or cognitive style (5) A.J. Cropley
(1970), states that most peoples' cognitive styles have in
common the property that they involve a 'dichotomy' between on
the one hand taking taking the world in, in large quantities or
on the other selectively attending only to chosen portions of
the environment (6). Those who take in a lot of information
could of course be over saturated, but it also means that they
are relating widely to different data than those people whose
cognitive style involves the over-censoring of information
available; those people who are broader in their intake are
thought of as being creative thinkers, 'divergent' while those
who are more reserved and less willing to take risks are

'convergent' thinkers (7).

The creative thinker is flexible and adaptable and not
committed to the preservation of a status quo; the rigid
individual is convinced of the logic and rightness of their
existing view of the world and clings firmly to what they think
is right. As C.R. Rogers (1970) states, whether we turn out
conformists depends on whether our education was merely
completed for completion sake or to produce creative and
original thinkers who will continue to go ahead and change this
constructively (8). All this is determined on how we
understand the developmental process of children-and how we

can keep a creative process going through school and develop a






creative methodology for life.

Gardener (1982) insists that Piaget's developmental process
is fundamental to any study of children and their minds (9).
However he does see one flaw in Piaget's work which could help
us to modify and improve our view of children's development and
allow the artistic creative process to survive in the later
stages. Gardener states (1982) that when Piaget was drawing up
two stages on children's development, that he had in mind a
singular development for the individual who would become a
scientist or mathematician, a linear and upward progression.
He feels that Piaget did not take into consideration a
development different for creative people and so because our
schools are influenced by Piaget's thought they do not

stimulate creative progression at adolescence (10).

In looking again at the stage of 'symbolic/intuitive'
development between two to seven year olds, Gardener believes
that the creative and artistic area is developed with the
manipulation and understanding of various sounds, lines,
colour, shapes, objects, language and drawing. Gardener
(1982) argues that specific instruction has little to do with
what the child does at this age, all children do the same
things, in that they are propelled by a dynamism that is their
own. He compares it to that of the seed with its own plan for
development; the child is following the inner logic dictated
by their own sensorimotor development and the nature of the
particular symbols with which they are working.(11l) By the age

of seven to eight years, the child has achieved an initial






grasp on the major symbolic media of their culture; they

possess the raw materials to become involved in the artistic

process.

It is at this point that Gardener differs from Piaget. While
Piaget sees 'concrete/formal' operational stage next in
development, Gardener (1982) argues that these are not
relevant to the development of the artistic and creative
individual except perhaps to future scientists. (12) To
creatively inclined people however they do not apply.
Gardener insists that the creative process is a different
process of cognition with its own evolution. Artistic
cognition may not involve qualitative changes after early
childhood, but it continues to deepen and evolve for many
years. This is verified by non-scientific primitive cultures,
who have artistic and creative awareness, but obviously

developed along non-scientific grounds.

Gardener goes on to argue that for reasons we do not yet
completely understand, enthusiasm about acquiring skills in
the arts and the ready capacity to immerse oneself in an
expressive , medium. becomes dulled going into adoiescence,
compared to the enthusiasm found among six to twelve year

olds.

One of the reasons for the decline, is that as the child
develops critical faculties in the 'concrete’' stage, the child
becomes dissatisfied with their work and will stop producing

art, because they think it just is not good enough.






So what is Gardener's solution to this if any at all? Gardener
(1982) suggests that children should be better trained and
skilled at the pre-adolescent stage, so that they will not feel
incompetent at art after that certain age in early adolescence
when they develop their critical faculties and will continue
to produce art and engage in creative processes in other areas.
As the childrens' skills are being developed, to a high degree,
they should also be encouraged gently but definitely to take a
somewhat more critical stance towards their work (13).
Gardener (1982) sees a combination of an 'unfolding' and a
'trained' approach to teaching in schools as the best way
forward in order to preserve the creative process. Children
should be allowed to unfold with their natural talents and
imaginative directions, and be protected from the forces that
may stunt this growth, but also along with the older method of
training the children, but also along with the older method of
training the children, before adolescence, as the child needs
firm guidance and active intervention on the part of a more

knowledgeable adult. (14)

J.P. Guildford (1970) affirms that educational circles have
finally realized that reliance on the testing méthod and
merely just producing facts is not enough today. Creativity
should be valued in education and the bias that some teachers
have against highly creative children over more courteous,

conforming children has to be changed (15).

S.J. Parnes (1970) also states that the individuals' creative

ability is frequently so repressed by their education and






experiences that they cannot recognize their full potential,
let alone realise it. Many people seem to possess the seeds of
creativeness, but the environment fails to provide the proper

nourishment for growth.(16)

Schools have cause for concern about creative talent and the
creative growth for children, because of the emphasis on

vocational and exam achievements.

The optimum development of the creative divergent thinking
abilities of a child is related to a certain teaching approach,
based on teachers' confidence in the childs' ability to think
adventurously in new directions which will determine the

child's estimation of themselves and their abilities.

Gilchrist (1985) states that research into the creative
process reflects a change in the social climate. Much has been
done to foster creativity in the educational process, because
of the technological advancements and fast growing
demands.(17) The striving to bring out creativity in children
is now applied to schools and here in Ireland with the
introduction of transition years with no emphasis bn exams,
this may help to encourage the unfolding of childrens' natural
creativity and help to give them a creative methodology for the

rest of their lives.
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CHAPTER 2

METHODOLOGY

The Practical Implications of Gardener's Theories.

In order to look at Gardener's theories on the developmental
stages of Piaget and the creative processes, I would need a
practical methodology that would be applied to children of the
relevant developmental stages to look at the theories in
practise. 1 need to either re-enforce or dispute Gardener's
theories by either proving or disproving his assessments on
the creative process in regard to Piaget's developmental
stages and Gardener's own suggestions of how to prevent the
dulling of the creative process in children between Piaget's
developmental stage 'concrete/operational'’ and the

'formal 'stage.

In order to verify or dispute Gardener's suggestions that a
mode of teaching be introduced which allows an 'unfolding' and
'training' approach which seems to encourage both the creative
and rational critical development of the child. I am going to
carry out a scheme of work which can be assessed in aﬁ ongoing
way and then judged in a visually comparative mode. This will
entail two different classes which I have been working with in
0ld Bawn Community School in Tallaght Co. Dublin. They are a
first year class, eleﬁeh to twelve year olds and a fifth year
class, fifteen to sixteen year olds. In this way I will be able
to see and make assessments and valuations on whether first

years at a 'concrete/operational' stage in their development
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are more creative and allow more creative ideas and ability to
come out in their artistic work, in comparison to the fifth
year group who would belong to Piaget's 'Formal' stage, or
assess whether the first years have already 1lost their
motivation for more creative ways of expression in comparison
to the fifth years who may have been trained better in art at
their school, despite a deterioration at the developmental
stages. I will be able to assess whether or not this
deterioration is a result of the examination system of
education, or whether it is just a case of their own critical
developmental faculties being trained better at numeracy and

literacy in comparison to the creative side.

What I propose to do is the same project with the first years
and fifth years. I have already finished this project with the
fifth year group and I am now, in the process of writing, over
half way finished in this project with the first years; but
enough work has been done to allow me to make the comparative
assessments on the two groups and to be able to relate it to

Gardener's theories on development.
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Classroom - Application

Before I began the project, which was a 3-D construction, I
made a piece myself in order to learn the basics of the process,
which I think is important before beginning any scheme of work

with a group(l). The theme of work consisted of ten weeks

work.

Description of Scheme of Work

The students began this scheme by pairing off in twos. I set up
a light projector, and one student would sit in side and
frontal profiles in front of the light, casting a shadow on a
piece of cardboard behind which I had taped to the wall. The
shadow cast a side profile which the other student drew around

with a pencil; when the side profile had been drawn, the

student faced the cardboard, casting a frontal shadow shape,
which was also drawn around by the other pupil. When this was

done two line shapes had been left drawn on the piece of
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cardboard, two-dimensional shapes of side and front shape of
head. The pupils took turns to draw each other (2). The
students then cut out these shapes and cut two lines mid-way on
both pieces, one from the top to mid-way, and on the other

piece, from bottom to mid-way.

They were then able to slot the two pieces together so that it

could stand as a three-dimensional piece, showing a basic

structure with intersecting planes.

There were now four different corner spaces on the three-
dimensional piece. It was on these four areas that the
students worked on over the next following nine weeks. These
were covered by lessons on realistic painted facés i e
symbolic imaginary and subconscious themes (4), the use of
photomontage and collage (5) and relief embossed areas (6).
Other themes covered were areas of the inner self, outer self,
community, state (National Identity) and global outer world
(7). This was to root the students as individuals with an inner
self, belonging to a community, Nation and the world. The

students proceeded by making plinths out of styrofoam (8) and
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printed cardboard (9). They then finished them off by
varnishing the pieces with clear varnish for final

presentation.

Aim

The overall aim of the scheme was to develop an understanding
of the three-dimensional form which can be constructed from
two-dimensional shapes. This leads on to the development of
other skills in art, craft and design; learning the elements
involved in drawing and painting, of symbolic creation with
collage and photomontage techniques, of print making and the
craft of using craft knives, scissors and materials such as
cardboard and styrofoam. Finally in presenting their three-
dimensional pieces on finished plinths which were then
varnished. Overall I wanted the students to be able to carry
initial ideas through over a ten week scheme and in having a
completed finished piece, which in itself is a learning

process and good discipline.

Support Studies

During the ten week scheme, I made reference to other artists
and movements in support studies, slides, and visual aids, in
order to imput a cultural element in the skills based process.
These artists included Maurice Henry, George Crozs,Raoul
Hausmann, Picasso's cubist heads and three dimensional planes
in drawing and painting (10). I showed Salvador Dali and the

Surrealists, plus horoscopes for star-signs, which all went
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towards exploring the area of the subconscious and imaginary
self (11). I gave out photocopies of facial features and
showed drawings and paintings of Leonardo Da Vinci's profile
work to help with the area covered by the realistic face (12).
The collage work and paintings of Picasso and Braque, featured
in the lesson on collage and photomontage (13} .
Michelangelo's relief work and sculpture were used to show how
card can be built up into relief (14). Finally glossy book
covers helped highlight the need for final presentation with
the varnishing completing the piece, just as the old masters
varnished their finished paintings on 'varnishing

days'(15).

During the scheme, many areas of art, craft and design were
initialized. The First and Fifth years made out written
summaries of what they were doing (16). This allowed me to
make an on-going assessment and valuation of their work. So in
giving them this project, which I can generally say they found
interesting, as well as developing their artistic skills, 1
was able to re-affirm or dispute Gardener's theories on

Piagetian developmental stages.
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CHAPTER 3

RESULTS AND DISCUSSION

Comparative Studies

In looking over the two schemes of work which I have undertaken
with the Fifth and First year group, I can evaluate it as a good
project, and one which both years were able to get involved
with and apply themselves to. It developed many processes
involved in the teaching of art, craft and design. In making
firstly one general assessment between the two years doing the
work, I would say that the first years seemed much more careful
in their involvement from the initial drawing of the basic two-
dimensional shapes to learning about colour mixing and paint
application. The fifth years on the other hand were less
careful about the project, at times being flippant about how
they did certain things, from the initial drawing to montage
and collage assemblage. However the fifth years seem much more
adventurous and were open to taking risks which the first years

seemed afraid of or incapable of doing.

Fifth Years.:

In looking through my evaluations of the lessons for the fifth
yvears, I noticed that they were not taking great care at
drawing out the initial outline shapes at the first lesson (1).
I also had to do a specific class plan (2) on how to do the
facial features in detail; I got them to try and master the

proportions of the face, on sheets of paper, just to practice
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drawing these features, accompanied by photocopied sheets
showing how the features could be drawn simply. They also
practised on drawing each other to give them first hand
experience. I stressed the fact that no one has exactly the

same features as anyone else, but the basic structure is the

same.

The majority of the class benefited from doing this exercise,
and I realized that I should have introduced this basic drawing
lesson of facial features at the second lesson rather than the
fourth. I had presumed that they already had a good grasp in
this area. Paint application and colour mix was also another
area I had to work on with the fifth years. I had to go into
detail on tone and shading and how this can be done with paint,
however they were quite adventurous with their use of colour
from the start, not being afraid to take risks and relying just
on subtle colours, which was a good indication of where they
were coming from. At one stage during the fifth lesson, some
fifth years complained that they were bored, however I
stressed the importance of completion of a project and I tried
to inject some new ideas for their next class. I tried to
expand on the idea of the self which they were alreadf working
on. I introduced along with the self project, the ideas of
community, meaning Tallaght, or Dublin, then the National
Identity, and notions of Irishness, and then the wider world.
This seemed to encourage them and gave them a renewed impetus
to go on. I introduced collage, photomontage and cardboard
relief as other areas to explore in carrying out these ideas.

By lesson seven, the fifth years were inspired again to work
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for completion and the ones who previously had had a lot of

blank spaces on their pieces began to work steadily.

Some Fifth years were very good at the project; one cut out
letters representing Tallaght in photomontage style, while
another experimented with maps of her locality representing
Dublin. When I brought in the styrofoam for making plinths,
they were very interested in using them for their three-
dimensional pieces and enjoyed using the craft knives to carve
out their plinths and make the grooves for their pieces to Fit
into the foam. They then painted the plinths with mirrored
ideas from the three dimensional heads. Some others made
simpler plinths out of cardboard and the introduction of
stencil printing to decorate these cardboard plinths was an

interesting sideline and skill that they enjoyed.

By lesson ten the Fifth years were eager to varnish their
finished pieces which they were quite happy with, even just for
the sake of seeing a project through and completing it.
Overall there were a few good finished pieces, the rest being

good to average.

Summary Assessments

The Fifth years also made summary assessments of their work. I
decided to do this to see if they had learned the process and to
assess their literacy and visual abilities, and to how their
visual ability compared with literacy ability.(4) Overall the

standard of these summaries was bad, some showed no visual
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representation of what they did, or others were stronger at
literacy in comparison to visual representation;there were a
few exceptions which showed good visual awareness coupled with
good literal vocabulary of the elements of art, craft and

design.

First Years

The First years I noticed were quite careful about every
process they engaged in from the initial outline drawings,
even to the detail of representing hair follicles projected by
the 1light projected; the Fifth years had not been as
particular. The First years through the same lessons seemed
less reluctant in making mistakes, and were a lot slower in
getting things finished. Because I had realized too late that
the Fifth years had not been as good at drawing details of the
face as I expected, I decided to do an early class with the
first years in drawing skills, facial features and paint
application (5). The First years had no real experience with
drawing the face as the Fifth years had. So it was really
teaching them something for the first time. They were quite
keen and enthusiastic in comparison to the apathy the Fifth
years tended to show. There was an eagerness in the First years
to learn all the different skills involved in the six lessons 1
have done with them to date; the Fifth years never showed the

same enthusiasm.

I did a demonstration on colour mixing and paint application

for the first years (6). I showed them how to make up flesh
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tones for the face out of red, yellow and white, and once again
they watched this eagerly and were excited to try and learn
this themselves and were determined to get it right. However
once they had created certain flesh tones, they were reluctant
to experiment any more, in putting in shading or even to change
over to another medium such as o0il pastels on the already

painted areas.

The Fifth years although as not as obviously committed as the
First years were not afraid to take risks and the realistic
faces which they had worked on were variations of paint,oil
pastel and charcoal; the first years did not want to do
anything else to their painted pieces once they had dried. So I
had to show them (7) how oil pastel could give good colour
highlights and add lighting and shading to make the faces more
visually interesting. Whereas the First years showed
eagerness, more professionalism and care in their work, the
Fifth years although at times less enthusiastic, were not
afraid to take risks, and once they had applied themselves to

their pieces, rushed into it in a way that the first years did

not.

Summary Assessments

Unlike the assessments of the Fifth years, the First year work
was of a higher standard; there was a good balance of being
visually exciting and explaining the literal elements of what

the process was about.
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So in comparing overall the First year and Fifth year work, I
would say that both years dealt with it in a different style.
There was of course the exceptions in both years of being very
good or very bad, but I was able to make an overall general

comparative evaluation.

The Fifth years, although at times tending to be apathetic,
worked with adventurism and took risks with ideas, drawing and
colour. The First years on the other hand, were careful and
eager to learn new skills, but they did not have the same visual

and aesthetic experience as the Fifth years.

The First years summary assessments were of a higher standard,
relative to that of the Fifth years assessments, in visual and
literacy balance. However the First years did not match the
same adventurism and creative risk taking that the Fifth years
showed. This actually verified what Howard Gardener had been
saying about Piaget's 'concrete/operational' stage when
children between the age of seven to twelve Dbegin to lose
enthusiasm and freedom in creative growth and take a U-turn in

their quest for perfection, which seemed evident in the First

years.

On the other hand, the Fifth years did not fit into the mode of
Piaget's 'Formal' stage, where children have already given up
a lot of creative adventurism. The Fifth years were quite
adventurous in the way they carried out the project. This may
have something to do with the fact that these Fifth years have

been nurturing their creative ability since the
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'concrete/operational' stage of twelve years of age. But it
also says a lot for the system of education which has allowed
this to be nurtured. I intend to look at the implications of

this in the following chapter.
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FOOTNOTES: CHAPTER 3
(lesson no 1)
(lesson no 4)
(lesson no 9)

Part [ Summary Assessments

(lesson 2)

(lesson 6)






CHAPTER 4

SYNTHESIS, RECOMMENDATIONS AND CONCLUSION

In working with the First years and Fifth years, I have been
able to verify the validity of Piaget's developmental stages,
that children at different ages, do look at the world in
different ways according to what stage they are at. It is
necessary to look again at Piaget's four stages: Firstly the
'sensorimotor’ stage, secondly the 'intuitive/symbolic'
stage; thirdly the 'concrete/operational' stage and lastly
the 'Formal' stage. The 'Sensorimotor' stage happens when a
child is between one and two years, as it becomes familiar with
the real world around it through its perceptions and actions
upon it. The 'intuitive/symbolic' stage happens when the
child is between two and seven years and it begins to use
symbols, language or images to refer to the world they act
upon. The next stage the 'concrete/operational' stage
corresponds to the stage the first years I have been working
with are at. At this stage the child is between seven and
twelve years and in school they begin to learn how to
manipulate the symbols, words and images they have learned and
are able to conceive of objects not visible before thém. The
final stage the 'Formal' stage corresponds to the level the
Fifth years I have been working with are at. It is the
beginning of early adolescence from the age of twelve onwards,
and the young adolescent becomes able to perform mental
actions upon symbols as well as controlled manipulation of

symbols and objects.
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Having worked with the First years, I can see that they do
correspond to the third stage, the 'concrete/operational’
stage. Howard Gardener points out (1) that children begin to
lose their enthusiasm for the creative process and do a 'U-
turn', and the creative outlet begins to diminish, after
having gone through a golden age of creativity in their

previous stage.

I have noticed this with the First years;as they are in the
'concrete/operational' stage, when they begin to manipulate
the symbols they have learned at the previous stage. The First
years were very eager to do this project and took things
seriously as they learned them. This was highlighted in the
assessments that they made (2), showing that they could use
visual language as strongly and in balance with their literary
abilities; they seem to be at a level, where both are equally
important to them. They may have lost their enthusiasm for
vast creative output as they would have shown at the
'intuitive/symbolic' stage, but are now learning for the first
time to manipulate the symbols and images they have learned.
Yet, they are careful about doing this, as it is the first time
they are learning to manipulate these things, hence the
reserve and caution I noticed in them in comparison to the
Fifth years. Howard Gardener (1973) states that it is during
this stage that children begin to give up enthusiasm for the
creative visual language in search for a more literal
language. Piaget charts this as a natural progression towards
more rational and logical thinking. Gardener (1982) is

interested in children particularly at this level, because it
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is at the crossroads between keeping up a creative process or
giving it up altogether, as the majority of children do at this
time. Gardener is concerned about preserving the creative
process learned at the earlier stage, allowing children to

continue their creative disciplines.(3)

Gardener (1982) believes that in understanding the artistic
process of children at this age can shed light on the
developmental questions for psychology and will be
supplementary to Piaget's work. He believes that if at this
stage, where I found the First years to be at, childrens'
creative development should be allowed to be nourished, as
this progression reflects parallel deepening processes in
that child's psychological existence as they confront the
different crisis of life. 1In other words, it would be more
beneficial for First years to have their creative and visual
education deepened rather than abandoned for more seemingly
important areas, but developed alongside these areas such as
Maths and Science. This will lead to the broader beneficial
development of the person as a whole integrated person. It is
not one in favour of the other, but both together. I found in
the first year assessments that they were egually visual and
literal, and if this could be maintained right through the
educational process it would give them greater choice for
life. Being able to maintain a creative development is better
for the person and the world they will be involved with later.
As A.J. Cropley states (4) the creative thinker is flexible and
adaptable and whether we turn out conformists depends on

whether our education was merely completed for completion
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sake.

Gardener also believes that at the 'concrete/operation' stage
other ways should be open to children with creative abilities,
since he believes that Piaget's developmental stages were only
assessed for children in scientific education. Gardener
states that at the 'concrete/operational' stage the child
develops critical faculties, and they will become
dissatisfied with their work and stop producing art, because

they think it is just not good enough.

I have noticed this particularly with the first years, in that
when they did not have the ability to be able to get the proper
colour or tone for the face, they began to do other areas badly
and would give up, in comparison to fifth years who were not
afraid to make mistakes, but would have gone over their
mistakes or tried other medias such as o0il pastels or colouring

pencils instead of paint.

So what makes the difference between the first years and the
fifth years. The fifth years did not have the same caution or
precision as 'the first years and made more mistakes,‘during
their project work on the three-dimensional heads. In their
assessments, some were very good, most were average, but not as
good as the standard of the first years, who seemed to on the
brink of being level with visual ability and literal

ability.






36

What Gardener suggest would make the difference (1982) is that
children should be better trained and skilled at pre-
adolescent stage, so that they will not feel inadequate in
their visual ability in comparison to other areas. He feels
(5) children should be encouraged gently but definitely to
take a somewhat more critical stance towards their work. He
sees it as an 'unfolding' and a 'trained' approach to teaching
in schools was the best way forward to preserve the creative
process (1982). Children should be allowed to unfold with
their natural talents and imaginative ideas but also they need
firm guidance and training on part of an expert in that field

such as the teacher.

Educational circles have also realized that reliance on the
testing method and merely just producing facts is not enough .
Creativity should be valued in education, and schools have
cause for concern about the creative growth for children
because of the emphasis on vocational and exam achievements.
The optimum development of the creative divergent thinking
abilities of a child is related to a certain teaching approach,
and in the teacher's confidence in the child's ability to think
adventurously in new directions, will determine the‘child‘s

estimation of themselves and their ability.

In evaluating the Fifth years, I found that overall they were
quite confident about their work, and were adventurous 1in
taking new directions and methods, which I did not see in the
First years. Does this say a lot for the way art education is

now taught in Ireland. That, it is allowing that creative
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process to flourish even after the 'concrete/operational’
stage, where creative process is supposed to take a nose dive.
Two things have helped tremendously in the Irish education
system recently in the last few years which have helped the
teaching of Art, Craft and design and overall have encouraged
children to continue their creative development alongside
other areas. These are the new Junior Certificate in Art,

Craft and Design and the Transition year.

In its introductory statement on the aims and principles of the
new Junior Certificate, (6) it states that education is to
contribute towards the development of all aspects of the
individual including aesthetic, creative, critical cultural
and many more developmental areas in order to contribute to the
growth of the person for their working life, personal and
family life, for the community and the larger world. These
aims and principles although apparently idealistic, seem
workable on reading the syllabus outlines for the different
areas. What education and in particular the curriculum of the
Irish Education System attempts to do 1s to develop the
individual, physically, aesthetical, morally and internally.
In the overall education of any individual, arts eduéation is
very important, especially in its newly revamped syllabus of

Art Craft and Design.

In the discussion paper on arts education, from the curriculum
and examination board (7) it was stressed that the arts are of
central importance in education and particularly Art Craft and

Design, at all levels; young people should be helped to develop
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an appreciation of their artistic heritage. It was not so long
ago that Art, craft and design was given a low status in the
wider educational curriculum. The arts are intrinsically
important symbol systems, and are a language that operates
differently to verbal or numerical languages. The discussion

paper seems to reflect Gardener's recommendations (1982) of a

1

combination of an 'unfolding' and a 'trained ' approach by a
more knowledgeable adult, namely the teacher (8). The
discussion group stresses that three main basic necessities
are needed in fulfilling the success of art as taught in
schools in Ireland. (9) Firstly a good art teacher is a
necessity, one who has been trained professionally to do their
job at teaching the elements, skills and cultural traditions
inherent in the syllabus. It helps that this teacher will be a
professional in their area but also be a practising artists,
who loves their subject and being able to communicate not only
the vocabulary of the syllabus, but an enthusiasm which will
find echo in the students. Secondly there needs to be a balance
in 'artistic education' that process of actually making art
and aesthetic education, whereby the pupils receive an
education in skills based learning and the process involved.
Thirdly the students should be acquainted with the traditions
of art and their cultural context; this entails art history and

appreciation which can also be integrated through support

studies in conjunction with practical work.(10)

In the report of the board of studies (11) on the Arts. It
discusses how the new syllabus would extend the range and

quality of pupils experience in art craft and design by
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continuing, deepening and broadening the visual arts
education begun in primary school. This mirrors exactly what
Gardener has been saying on keeping a creative process going
through school, from primary school when childrens' creative
processes peak at the 'intuitive/symbolic' stage right
through to secondary school and the subsequent stages they go

through.

This discussion paper also (12) reiterates Gardener's views
about fostering the students capacity to make developed
critical judgements and authentic personal choices, so that
they will feel competent enough in art to work at it and not
give up when they make mistakes but to treat it as any other
area, which needs to be developed and worked upon for

improvement.

Malcolm Skilbeck, in his work on the role of the arts in the
core curriculum, reiterates the documents from the curriculum
and examinations board and also on Gardener's views. (13) He
discusses how the arts in general have the capacity to develop
human understanding, intelligence and have a power to invoke
and structure human action of a deeply involving kind. He
states that Thatcherism in Britain promoted the "all work,
make money now" idea and reviewed the arts as irrelevant and
encouraged the perception in schools that children should be
trained for careers alone, a one sided education. Art, Craft
and Design is not a leisurely business in the sense of taking
things easy, it is all about true "leisure", which is not about

just going off on a package holiday abroad, true leisure is
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about a perfecting of the self and full expression. Art can
teach pupils and later as adults to become creators and

performers and not merely a passive audience.

Kieran Meagher (14), discusses art, craft and design as inter-
dependent disciplines and are fundamental to human existence
pre-dating written language and important still in ongoing
human development. Looking at the three, we see firstly that
art in itself emphasizes ideas, feelings and visual qualities,
craft secondly emphasizes the right use of tools and materials
and thirdly design emphasizes planning, problem-solving and
completion. The three unite in basic human drive to shape the
world for functional purposes to express and communicate ideas
and feelings in celebration of life. Art, Craft and Design,
Meagher continues, provides a unique part of the education of
the whole person through heart, head and hand, and extends far
beyond a competence in the subject itself. Iseult Mc Carthey
(15), as head of education in NCAD states that the change to the
new art, craft and design syllabus in Irish secondary
education was long overdue, she believes that there still is a
lot of work to be done, for the ideals to become concretized
into a successful practice. She sees the need for st?ucture
and sequential planning of the course in modules for it to be
covered probably, so that the students are fully integrated in

all the basic processes at the end of the three year cycle.

Art, Craft and Design should always be part of the core
curriculum of any education curriculum for its junior cycle,

if that curriculum is seeking to develop and nurture the wide
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educational maturation of its pupils, which Gardener wishes to

see 1in schools, but what of the period after this in

schools.

In Ireland a new scheme has come into effect in the Irish
Educational System. This is the introduction of a year between
the junior certificate and senior certificate exams, at fourth
year. Ireland at present is the only country in the E.U. who
have introduced this year at this important stage of the
childrens' development. Since Universities dictate the
points system on the senior cycle exams, one would ask are
children being taught things for a broader education for life
and creative growth as Gardener would suggest. So this
transition year should be seen as a year for adventure for
pupils, one can touch on things in transition years that were
not experimented with before. Art, Craft and Design is
therefore very important in the broader development of the
person's life, and for these students who have not done art
before, it is a great opportunity for them to develop their
creative sides. Obviously it would be ideal for art to be
studied through all the years at secondary school, but the
transition year allows the school system to reasséss the
values it is placing on the children's education, either for
exam points or for education for life. So the transition year
seems to tie in exactly with what Gardener has been calling
for, for a creative development for 1life, coupled with the fact
that during the transition year there is room for development
for cross curricular development, using, Art, English and

R.E., for example as a great base to bounce ideas off each other
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in the students projects.
Recommendations and Conclusions

In looking back over this dissertation, I have been able to
verify Piaget's developmental stages in the work I did with the
first and fifth years, and also saw how the creative process
has been continued as Gardener would recommend, by an
'unfolding' and 'training', good art teachers, and a good core
curriculum with art, craft and design at its centre. Gardeners
reading of the flaw of Piaget's developmental stages as not
being relevant to the creative process, has allowed an insight
into how the education system could be misled not to put

emphasis on a proper creative development in schools.

In Ireland, the present educationalists and education systems
seem to be very much in touch with these developments and have
seen the need for a nurturing and development of the creative
process along with the other important areas of numeracy and
literacy, to make up for the broad education of all who take
part in that system. This has been reinforced with the new it
Craft and Design Certificate, the introduction éf the
transition year, and the promise of a new Senior Cycle

Certificate in two years time.

What remains is for good teachers to be trained and to be aware
of the responsibility they have to teaching art, craft and
design; I have touched on this briefly in my two projects of

comparative studies with the two years I have worked with, what
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remains is always the room for improvement, better structuring
and better educational input. As Gardener said an 'unfolding’

and 'training'.
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APPENDIX A

Part One:Lesson Plans







(_LA55 ROOM APPLICATION

¢ LR 82D HEADS |

lLLﬁssoN PLANS







THEME : (mstruchen of 3-D medols of thev Busts o Gaudf

AIM: To erplere

oneds such as drauan

board

ru;/pmfm?/mn)«qt/ wm,-/m»}vm‘— Fa-wlfr\.nq f*Cm,aWJ"W/l

based —(SELF!(.OM uNITY !.sr&;_(

WEEK CLASS GROUP | THEME SOURCE ELEMENT ACTIVITY/ .| MATERIAL .| ART HISTORY . ....|CROSS
gI;gE AND TIME . : .| SKILL HERITAﬁng ~ |DISCIPLINARY
: OTHER AL / CONNECTION
.' sqpm%“mxés
| P Yeabs |- e -
lJl:ﬁ‘ IIB:O-JZ-BO a'_‘wdus Vmeﬂ]‘d h’ML iaf})shi:}iﬂ C—“'H"“f owf, feaci)s, Hamgman.
fra | gt Lo [[OBfem fenbe Fhov” shage o Card, *
§ (80 mins which they prth sCis50rS ueo}z, W
£ w o) ot + (Cma‘mc}'w’) :
. 3 put ogethe (,maorm,uo
S (fwshwy &
L v to ijm .sH;-qm, / Momcey Menbngc, pM,J-,,m,/ Parnts stor -scepe
I}i‘% w heas }-g Personal qus Pa,m_.j;m ohse (MMS/WM Maqaz Lnes

put on Hhew loami'm.’ of- Heme -actwihy ! . g

nstachans | Hher faces . .
T [ smb | i, imparence of | pginhin * Salrader Dali

pasnhay, for Y suns, inadwe P
:qu"(' pre siele "FT"""“1 wordos o LLJA ;;:ﬂ& oo i) (surreatests)

I
T
. Reabshe dawny pheocspies
L Lt 5 hend] for oo z 2T % dxwul d:;L / pencts Avsdiinie
‘t'bu $1de #Famh\w of ermes,head, - l ! prehwes,
:. . & leenard e |
%m Montrqe, Gllage,| poper, phogrmohs G v s 5 Picasso, Brague
2 1 4 . t / :
X% assenblagt pearacy. m% GV, Bwr) -
L J 2 L ~

e

- e e e et R

e A






FiFth Year: oLD BAWN COoMMUNITY ScHooL,TALLAGHT
|20 SHAPES -3-D HEADS

Descmﬁion :

The .F1F+h years be,ﬂan this scheme bLf dou’l,j
Projcdl’ions of theu Pr*oFilt.s and slhoettes onto

Card v 2-D Fof-m_t

T]’\Q!-’ then cut owl these Shapts and sletted them
hﬂ&ﬂ*\&f“ to creakte a 3-D mode| head,

The four d.lﬂicr“crd‘ spaces on the heads
were then w_orla.e,d on b-.' the students,
These were covered by lessons oL

realistic panted faces, sqmbolic sides
with the use of Phofomowhq& cm.d Colla.qc.,as wel
as star 5'111'15,!‘:.“:.1: work. and subcenscioys vnner

dreams  Other themes were covered such as innes
self, outer self, community, state [National ldf-fd"lh,/ , and

_‘]If-’b“-l outer werld . Te roct the students as +hemselves
F"Om o nner _‘Sdf,ar\.d +hen b&'ongLQS o a COMMMH.‘,'

Nahon and wm-ld.ﬂuq were then pl.d‘or't Pf‘m""ed P!mf-hs
+ varnushed.







» Aims" To develop an un,alcrshmdi.nﬂ of 3-D forms
which can be created from 2-P shapes.This leads
on fo the development of other skulls in craftf
and design; the use of craff knives and Scissors,
Lw.r-n).nﬂ the elements (nvelved v ctmwwtj and
PM""L"Lﬂ} of symbel creation, collage and rontage

4 -l"ecl'\-r'tiqMS,oF meJI'-McLEmﬂ and faally in
Pre.smfmc’ +het~ 3-D P'leccs oL Fm.’:.sh.ecl pltaths
which they then varnish.

OveraM | wanted th:_ student fo be able to carry
theur weas through end to Rnish them 1 a
completed Pr'cscn‘l'aﬁon,erch in ifself can be an
effective skill|

Support studies

The use of works drawn upon were Maurice Henry,

'er-r'?e. Crrosz, ,Radul Hausmann, Picasso$ cubist
heads and 3-D planes ‘in painting .Salvadore Dals
and the surrealists [star siqns and collage hdpe.al
develop the 5L’mbol':clmnef‘ self. Photocopies of- Fac,ial
.Ff_qi-u,res,twq ardo Da Vinc drawings of ?mF:’c,s hclpcol

With Hhe realistic side Michelangelos relief work was
used to shew how card can be buwlt up vto relief.

Glossq bboks covers hdpcd fo show funal Pr‘:__se.rd‘aﬁon
and vamjshing of the P'neces ,






Mannequin of Maurice Henry at
the International Exhibition of Surrealism. J{ 3 g 3

-







Plagto o

f‘bf\bM chxv
Co]f/i’ fo ke PV-A‘ w

-

. - ¥
J *-.\...., g
Al AN A SESE
-?L__r- » v F

g A b
a bk bt B 5 %

(
He &D IN THE Cvoups






. 5 - " = 5 1 BN, L S S S
e e : = T S 1 5 R :

-

. Cmstruwctem - (methnods) CRAEL

Basic struwctwe ane IW'M "”i")‘—s“'}m PW).

Tab,aFLJ'FA&Coo-F'fnjrszar CafdraM!/f‘u«f,S)[LCJQ
[/1"*‘0‘10{7#](//' N%WWGBDCM+WMH‘&

|. Toke a Mﬁﬂwwo{-f)af—cf

ABcP

® ) Mak a oL\A?aM}:rm A o D B
'}'wv!'rwu’l.us
anc cnenhed N
?’-Mcacufﬁ"nﬂblocuv}-m 3
of the tnamle AR /ﬁ\

A 0

» ‘ _
i the direchum of C.shpai—md—}:w ,

A
A p

kg 3D form
® 5 3 “4}2:;

A

-_—






LA

bfersected 7‘”'1"““’.

Fgw'r,lajr_c}"wﬂs
can be made b qwe
U mere volume |

@) Each o the sechin con
Hen be Fa.m»hd/wwf—aqc mr'cd/u?e

Al

a\r\w

E’_W'N!SCF hofenmbag)

M |
o:zw,,,[
af oneselsf

5}#5(.?
J\le:cfbs







@ Lessopd PLani -

.;d—d'wﬂl’lan
12-50
Bavble {H Bgmw) I (Tome)
S \-30pm — b [Of?rfi'
_Nm O!: G'('D'M,T{?— SM \Z-GAJ'S
Ablly - Cood.

Dale  -2)st Nev 199%
% [m?}ﬁ ~ Doble clags ' (S0mins)

A - ”‘3 MM 3-D ﬁﬂ’rﬂ
oblectwe - #o M,P The class fo wndestond +he
of‘ freen H‘er/u’ll 3*.De,?{ s

behond o byhded w}wdewqdmmn?
trat shape “‘daﬁ;ﬁ‘j#w»ww

Visud Ade — To b M. Phe moded | made :

s = Te oo 0 ol | e st (8|
Guestn s - Ask Hem whea the denenstratien y.sm/ay!b

’ Mz-oskafbafwl 3-D shape .

WW--MWW MWW”“"W

owshn. < | wnedd fol do e aboct prefiles, and sude +
Pl Fronked peofides. ”M%W’ g F“’FJ”J"“‘”L
hadt wavaoMU?f"“ @

U was o T frm mw’“’uf
_‘9‘%{‘\' studies Dada - T, ;
bisnebé bﬁmu@jﬁmwm

l\ L iwﬁ' L

A






Store Request Form

Borrower Name: L}éﬁ/) / ;/é/ 75‘/1@f
Coliege Year and Course f/ﬂ/{ ﬁ/@%’?’ Q :
Date: QC}H’\ w‘ ' /5

Store requests will normally be available after 5.30pm on the day request submitted.

Location (please tickj,

There are 3 possible store locations on a book's record

New Store Room
Portakabin Store
Store

Items located in 'Store 101’ & in "XX' are currently unavailable.
We apologise for any inconvenience caused.

Book Request:

Title: %w-d {&@p/w? GSsessuent
Author: MG i M[ /C/éﬂﬂf{/%ﬁ/'/
Sheif No. /R

Pericodicals:

Titie:

Voi/Month/Year:

Thesis:

(This form is only required for theses that date from 1999 or earlier,
our remote store rcom. For more recent theses, simply quote the
issue desk and we can bring it to you straight awa?)

these are in
is number at

Title:
b

Thesis number:






ART NEWS

- DADA

MoVEMENT

BERLIN
George Grosz, a young Berlin
artist and a great sensation in
this first postwar year, has
attacked his Uncle August. The
ungrateful nephew has cut out,
assembled, and glued detached
pieces and buttons on his por-
trait. In short, he has amused
himself dadaistically in disfigur-
ing it with a great deal of irony
and a feeling for the grotesque.
Since his years of study at the
Academy of Fine Arts in Dres-
den. acid has been flowing in the
veins of the young man. How did
he come to detest his compatri-
ots to that extent? He judges
and condemns German society
for its sadism, and very soon his
vitriolic pencil is striking the
crawling vermin of the large city,
a place that always fascinates
him. Tall and slender, a dandy
in appearance, he expresses his
hatred and deep mistrust of the
German type, “ . - with low
forehead and with thick neck.”

7 GEORGE GROSZ: REMEMBER UNCLE AUGUST, THE UNHAPPY INVENTOR

. (AVICTIM OF SOCIETY). 1919, Paris. MNAM

SEORGE GROSZ: REMEMBER UN oFChiEa and. Wiih. ek neck”
SEORGE GROSZ: AEMENBER UNLE AUGUST, THE UNHAPPY INVENTOR

RAOUL HAUSMANN:
THE SPIRIT OF QUR AGE
(MECHANICAL HEAD).
1919. Paris. MNAM

1AUSMANN: ROBOT SCULPTURE-

BERLIN him
: : . as emblems of the petit s
-12?1! Hausmann is a theoreti-  geois spirit, which is up;corrtzour—
ian, poet, pamphleteer, provoc-  misingly opposed by Dada i

iteur, photographer (he is the
nventor of photomontage), and,
ibove all, a “dadasoph,” accord-
ng to the nickname his friends
1ave given him. This ironical
hirty-year-old Viennese was in
act the cofounder of the Dada
:lub of Berlin with Richard
{uelsenbeck last year. He has
ust completed a sculpture
\:'hosc title is significant: The
spirit of Our Age (Mechanical
{ead). Since it is composed of
-bjects borrowed from daily life,
his sculpture is the very symbol
f af®art. Hausmann has atta-
‘hed to a wig holder a purse, a
liable goblet, a fragment of met-
ic tape, a wooden ruler, the num-
ser 22, and a jewel case. These

In a violent manifesto in Jan-
uary against the Weimar Repub-
lic, Hausmann denounced tradi-
tional values: “I announce the
world of Dadal I laugh at science
and culture, those assurances of
a society condemned to death!”
Before founding the journal Der
Dada in June, he had already
published a 1916 journal of
anarchist tendencies, Die freie
Strasse (the free street), with the
poet Franz Jung.

Although the influences of
Boccioni and Giorgio de Chirico
are unquestionable, Haus-
mann's Head is nevertheless
novel. It does not represent a
celebration of our scientific and
industrial society, but its con-

GROSZ: DEHUMANIZED MAN

Born in Berlin in 1893, he
returned from Dresden to settle
there in 1911. A cruel satirist
from his very beginnings—he
worked for Ulk (joke), the satiri-
cal supplement of the Berliner
Tageblatt—he never stopped tak-
ing aim at the petit bourgeoisie
and the military, which he repre-
sented with the face of a pig.
Under the influence of Dada
his sharpness became still more
pitiless. A victim of society,
a freak with mouth closed by
a false mouth and rendered
stupid by a brain in question-
mark form, and with a knife
at the throat, Uncle August is
classified in the category of
human machines molded by the
global war.

Germans are not the only vic-
tims of Grosz. “Hardness and
clarity in doing evil! There is
enough minor music to put one
to sleep!” He applies these words
to *. . . insipid French painters
like Cézanne and Picasso.”

pras

w insipid French painters
like Cézanne and Picasso.”
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GARGALLO MAKES METAL

SCULPTURE

INTO A NOBLE MATERIAL

PARIS

The picadors triumph in the art
arena. Five different picadors
are born in the hands of a magi-
cian with metal—Pablo Gargallo.
He suffers from seeing his cre-
ations move to the gallery of
Georges Bernheim, so he starts
all over again. His work is con-
stagtly renewed, invariably suc-
cessful.

However, life was not always

easy for this artist from Aragon.
He often had to sacrifice his art
to the requirements of commis-
sions. He lives in Barcelona and
in Paris, where he arrived for the
first time in 1903, at the age of
twenty-two.

Gargallo has found his voca-
tion in metal. He forges and he
welds, After sculpting in stone,
he practices repoussé. To have
more control of the metal, he
starts shearing and cutting it.
The year is 1907, it is his first
attqapt at working with copper,
Petit masque a la méche. He uses
the same idea in Masque aux
petits cheveux, in 1911. The fig-
urines mark the beginning of
sheet-metal work, of cutouts

and fitting. Having worked metal
for sixteen years, Gargallo no
longer hesitates to tackle thicker
and heavier pieces with the aid
of soldering techniques which
his close friend Gonzalez sug-
gested to him.

Parallel to his studies in metal
cutting, Gargallo has pursued
the use of feminine shapes,
making hollow and full forms
interact with great virtuosity.

Perhaps it was financial trou-
ble that led him to sculpting in
metal rather than in any other
material. With a simple piece of
sheet metal, which he folds,
cuts, chases, and welds, he cre-
ates fullness out of a void, con-
vexity out of concave shapes. His
Maternity, in 1922, consists
entirely of concave shapes—con-
trary to the images usually asso-
ciated with the subject. A cheek
brushed by light is suggested by
means of an empty space cut by
a line. Gargallo reverses the tra-
ditional language of sculpture,
but always in the service of life
and humankind and in a man-
ner that does not in any way
reek of the artificial.

PABLO GARGALLO:
. THE PICADOR. 1928. Paris.
Private Collection
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GONZALEZ
RENEWS HIS

WITH PICASSO

PARIS
Maybe it is Picasso—a compatri-
ot with whom Julio Gonzalez
appears to have started an inter-
esting relationship—that im-
parts his sculpture with a new

life, leading it gradually to a syn-

JULIO GONZALEZ:
POINTED HEAD. 1927.
Paris. MNAM

thesis of forms. Though inspired
by nature, Gonzalez's work in
metal is close to abstract art.

Metalwork no longer holds any
secrets for this son of a gold-
smith who was born in
Barcelona in 1876. He continues
to work as a craftsman besides
his sculpting activities. His artis-
tic work started in 1910 with
repoussé portraits in metal and
with ceramic figurines. As a
worker at the Renault factory
during the war, he learned the
technique of soldering. The
method produces results later
on, when he starts using iron.

Having finally discovered his
medium, he has completed a
series of cut-out masks, which
are variations on his head
theme, interpreted in a style of
great expressive power.

His pieces of sculpture are
made of sheet metal or scrap
metal, welded and cut as if by
a draftsman. This may be explai-
ned by the fact that he studied
drawing in Barcelona. For some
time now, his pieces seem to
be reaching a new level, through
the evocation of the art of
a draftsman attempting to
conquer space.
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PABLO PICASSO: WOMAN'S HEAD. 1909. Paris, Musée Picasso

'FERNANDE’S METAMORPHOSES

PARIS

An unquestionable sign of social
promotion: Picasso leaves the
SEL]\}' Bateau-Lavoir in Septem-
ber and installs himself in a
bourgeois building on the Boule-
vard de Clichy. It is there that
the now famous Spanish painter
makes his first Cubist sculp-
tures, three-dimensional trans-
positions of his pictorial
research. The most remarkable
among his sculptures is
Woman's Head, a portrait of Fer-
nande Olivier, his companion
since 1904. It is cast in bronze
and was made on the basis of
numerous charcoal sketches
brought back from the artist’s
recent stay in Horta de Ebro, in
Cggalogna.

“or some years, Picasso has
been preparing his audience for
an art that refuses to appeal to a
familiar reality. His sculpture
allows him to perfect his visual

investigations. Indeed, Woman'’s
Head offers a fragmentation of
plans in a multiplication of sur-
faces, equivalent to as many
viewpoints as possible. Since
Les demoiselles d'Avignon, the
painter tries to find other means
of expressing perspective while

Two images of Fernande Olivier
by Picasso, compared with her
photograph, above.

N has a»bw?F—mN’rmq bud bo see the 3-D planes of the
Hhese Cadd ke Haen uuSI/Lv, branslatid o 3D,

PABLO PICASSO : PORTRAIT OF FERNANDE. 1908.

Dusseldorf. Kunstsammiung

it. In a first stage, Picasso bor-
rows its instinctive, even com-
pulsive, character, combining it
with the powerful symbolism
that he has put in his paintings
for the last two years.

However, Woman's Head goes
beyond African or Iberic models

A FRAGMENTATION OF PLANS
IN A MULTIPLICATION OF SURFACES,
EQUIVALENT TO AS MANY VIEWPOINTS AS POSSIBLE

continuing the study of volumes.
A perfect knowledge of primitive
art, especially of Iberic sculp-
ture, as well as his recent dis-
covery of African Art, are not
unrelated to all this.

African sculpture joins the les-
son received from Cézanne, and
Picasso is not the only interested
artist. Vlaminck, Derain, Ma-
tisse, Braque, and others also
seem to find their ineniratinn in

and appears as an innovative
work. An important series of
paintings done last year—Stand-
ing Nude, Three Women, Forest
Road, and several still lifes—put
him on this path. A palette
reduced to browns, grays, and
greens, a quasi-formal calligra-
phy, inspire him to try his hand
at sculpture. He tried an ensem-

ble of small statues in wood and

BATmE tr ] aebee A vn s e

artist’s concern to distribute and
multiply the play of light on an
irregular surface. What an evo-
lution since the first bust of Fer-
nande, made in 1906! It was a
portrait with a concentrated and
collected expression, with per-
fect, almost classical, volumes.

In this latest sculpture, Picas-
so succumbs to his frenetic
desire for demolition. He tor-
tures the human figure with
such enthusiasm that he com-
pels the viewer to move, to walk
around the work in order to
reconstruct, out of the many
ridges and flat and disassembled
plans, a face, the face of the
beloved woman.

(See also 1904, 1905, 1907.
1910, 1911, 1912, 1913, 1921,
1927, 1937, 1945, 1946, 1948,
1953, 1954, 1958. 1973.)
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ANDRE MASSON: PORTRAIT OF ANDRE BRETON. 1941, Paris. MNAM
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DALI HAUNTED BY THE CIVIL WAR

PARIS

Salvador Dali finishes one of his
most fantastic and frightening
compositions. When he found
himself in Barcelona two years
ago for a show, he had to sud-
denly leave the city. It was the
scene of violent armed groups.
and a dangerous climate
reigned. It is not surprising that
Dali, once back in Paris, trans-
ates onto canvas an anguish
anfortunately very legitimate.

-

AN MU e .

AR

- -

Above an arid, ravaged land,
before a background of sky
invaded by apocalyptic smoke, a
huge human body rends itself,
quarters itself, strangles itself,
grimaces with pain and mad-
ness. A monstrous hand crushes
a breast. Some fingers, a foot, a
tongue convulse themselves. It
could be an Expressionist paint-
ing, if the Surrealist touch were
not present. Discreet presence,
but all the more surprising: a
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Gala and Dali with The Face of War, at,
the Julien Levy Gallery in New York.

few beans lie on the earth like
turds. The work has as its title
Soft Construction with Boiled
Beans. But it is the subtitle that
attracts attention: Premonition of
Civil War. At the time Dali was
completing the painting, the feel-
ing dominant in Spain was that
the civil war was a major risk.
The young Spanish Republic
was threatened on the left and
on the right.

The situation has worsened

considerably. Since July, a terri-
ble drama has been playing itself
out in this tragic land. This is
what this painting conveys with
an uncommonly expressive
force, giving, by the same token,
a masterpiece to Surrealist
painting.

(See also 1929, 1934, 1935,
1938, 1961, 1968, 1974, 1979.)
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SALVADOR DALI: SLEEP. 1937. Edward James Foundation

DALI MEETS FREUD

LONDON
On the one side. the father of
psychoanalvsis. On the other

side, the enjant terrible of Surre-
alism. the perfecter of the
method called “critical para

noia.” How could they not meet.
one day or another? The event
takes place on July 19, in
Freud's new home. The Austrian
writer Stefan Zweig takes Dali to
the Good Doctor, recenlf_v ran-
somed from the Nazis in Vienna
and spirited to Paris. then here.

On the one side. an old gentle-
man, weakened by disease (can-
cer) and deeply affected by his
flight and exile. On the other
side, facing the man who says
he has discovered the secret of
dreams and the life of the
unconscious, the Spanish
prankster. He is the most active
and inventive of the Surrealists,
to whom he has brought new
energy and an extremely [ruitful
method of analysis.

Dali's interest in the mental
illness called paranoia had
intrigued a young disciple of

Freud's. Dr. Jacques Lacan. Dali
and Lacan had met to share
their experiences. In Dali's opin-
ion, critical paranoia is a method
of gaining knowledge “based on
critical and systematic objective
research of delirious associa-
tions and interpretations.” Poet-
rv practices this method based
on spontaneity and irrational-
ism. Painting is even more
appropriate for the purpose.
Freud. who is busy with his
work on Moses and the religious
phenomenon, is said to have
told Dali: "[n classic paintings, |
look for the subconscious; in
Surrealist works. | look for the
conscious element.” The witti-
cism is amusing and significant.
Dali uses it to declare. against
his peers, that if they didn't
watch out Surrealism would
become a “dead doctrine” and a
*sect.” Freud speaks of “subli-
mation” in art. No word could
please Dali more. In his noncriti-
cal paranoia, he claims to be the
incarnation of sublimity.

REACTIONS

An international Surrealist
exhibit opened yesterday
on the Rue du Faubourg
Saint-Honoré. The artists
presented oddly dressed
mannequins, which are. (o
say the least, whimsical.
André Masson's model
sported the “hat of an ele-
gant woman.” We hope
that elegant women will
not become Surrealists!
L'Humanité, January 18

All that is for the future,
and while Monsieur Chau-
temps is trying to form the
104th government of a per-
fectly realistic Republic, we
would like something seri-
ous to chew on. So I'm off
to Maxim's where I'll meet
esthetes for whom the
“tangible visit of a night-
mare” is food for thought
only. Here's a Surrealist
image for you: a stomach
pondering its fate.

Candide, January 20













ISCE The astrological year begins with the sign of Aries. The actual date
varies each year between March 20 and 21, but the moment

: is precise and this year occurs at 2.41lpm GMT, on Saturday the 20th. Aries signifies
| boundless energy and enthusiasm and marks the beginning of spring, or the vernal
equinox. Dial the number below your sign to discover how the sign of Aries will affect y
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This slide-pack is based on the third exhibition in the series h gl
specially commissioned by the Arts Council for second-level H;;J
schools. Seven sculptors were asked to make a head and the work

‘ianges from the orthodox classical bust through a range of idioms [Zijl
and approaches to quite deliberately experimental work. In some

cases accompanying drawings by the artist are included in the

pack of twenty slides and, with the detailed catalogue, this

gives a clear insight into the artists’ thought processes in

approaching the commission. The seven sculptors included are

Marjorie Fitzgibbon, Brian Bourke, Conor Fallon, Kathy

Prendergast, Vivienne Roche, Joe Butler and Monica Frawley.
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#When you have mastered the proportions of the
“face, try to take each feature and practise it
- separately. Remember that no one has exactly
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basic structure is the same.
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GEORGES BRAQUE: VIOLIN. 1912. Cleveland. Museum of Art

PABLO PICASSO: BOTTLE AND NEWSPAPER ON A TABLE. 1912. Paris. MNAM

l:w’] Peass o

THE SIMULTANEOUS COLLAGES Ef et

OF BRAQUE AND PICASSO

PARIS
zie Braque and Picasso cutting
up the future with their bold
scissors? They cut, and then
paste on canvas, large shapes in
modest paper patterned as fake
wood or fake marble. For a year
already, Braque has been adding
stenciled letters to his paintings,
the kind used by movers to
mark their boxes. Like the nails
Braque used to paint in trompe
I'oeil on the top of some of his
Analytical Cubist paintings, per-
haps it is a means of indicating
which way to hang the picture.
But above all he wants to prove
that beauty can be created with
jpe most modest means. At the
same time he tries to imitate

various materials in trompe
l'oeil, a technique he learned to
perfection in the studio of his
father the house painter.

Today, however, a new step is
made. No more illusion. Braque
and Picasso add pieces of the
real thing to their paintings.
How did the idea come to them?
Here is the story: The two insep-
arable friends spent the summer
in Sorgues, Braque and his wife,
Marcelle, in the villa Bel-Ami,
Picasso and his new companion,
Eva, at the Clochettes. One day
in September, Braque went to
Avignon and saw a roll of imita-
tion-wood paper in the window
of an art-supply store. He
bought it. He then cut a few

squares out of it, pasted them
on cardboard and sketched with
charcoal a fruit bowl, grapes,
and a glass. The first collage was
born. He showed it to Picasso.
Later on, Picasso, who returned
to Paris first, sent him a signifi-
cant letter in his French-Catalan
lingo, “My dear friend Braque, I
am using your latest paperistic
dust-catching technique . . ."
because for years the two had
worked together and shared
their research and discoveries.

What, then, is the role of these
“paperistic” procedures? Wood-
imitating paper or the pieces of
upholstery binding reintroduce
color while freeing the work from
drawing. Space is reestablished

through these appliqueés,
stress the cohesion of the
and the consistency of th
ing. It is a synthetic |
resulting from a rigorov
ical process and
because of its abstract
Traditional painter
imitate crystal or lar
and Picasso, in tur
raw materials of o’
ment. After fake-v
they started to cut
with news items
typographical st
though they wante
our naked reality i
[See also 190¢
1911, 1913.)
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HE NEW “socio-political trea- Y

sure map of Ireland”, being

launched today by the Centre for

Research and Documentation in
Belfast, should prove to be both a
usefu! resource and a colourful addi-
tion to any classroom.

Dr Robbie McVeigh, publications
and resource officer of the CRD, says
that the map “is intended to be a
resource for Irish people and is par-
ticularly useful for schools as it
presents basic demographic material.
It seemed to us that the only pictorial
expression of Ireland available were
posters of Georgian doors and
thatched cottages, which say very lit-
tle about Ireland, positive or neg-
ative.” ;

“The map itself, shown here, is
flanked on the poster by facts about
the Irish people — their history, reli-
gion, forms of government, employ-
ment and family status. This is
augmented by information about the
condition of women, ethnic minor-
ities, people with disabilities and cul-
ture. Did you know, for example, that
the Irish drink more tea per capita —
an average of eight cups a day — than
anyone else in the world?

The map is available from CRD,
89B Glen Road, Belfast, BT5 8BD
(tel: (080232) 626678) and costs £5
including postage and packaging.
There is a discount for large orders.

Anthea McTeirnan
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APPENDIX A

Part Two:Assessment Summaries







AT’L MJP‘?'D W %;wjrmx’\/}‘ o]tv

s
H-@, B'D r‘(\fTCLf/{/S(.-.q g;mmwtf} \-/{
e shudenk of bhetr work —walbfeq

. ggwﬂzm{»w ;







R O Sy = B

» | T PR e =S\

QDQQ&W%bQQAK;
<@>TNMRQKQ

—~&

23 CDVAQE*\mﬁvQQ

Colanky i
Qloos |

.. So N ONN

<Q3?ﬁkmg'
) Col\aq¢
%) Sace

'¥3@W'£U&NN\&$3?§®;

F






o

3
>
3
S
Ta__‘

Lnliefc







CLsA e ]

@ biﬂ z 43’3 -+'C0£0u4"z_ﬁf Loh ;[j;{.,.-i,
-
aé-wol/x. ‘H\_a-rh on

couccl:é@ﬂ mogazne  pickures - o
HacK put s o lowa  wh  epengw
Pamlcel P ,r ex [ ,d#;a)




L



SNRPE [/ SIKONETTE

oy /RO( | / <°

4) Yot Ho to togethor

Quwmmaada@mmo@aﬁ N\

S‘d@@de@wm

« s
b - Symbstic 1o Sursion eic.

C-@u_,%t

L

- /"(@ﬂit:lge ﬁmm@b < cliferend

Moga3inas |

e- @’UC'@Q CJ
: B \arudh do Joruny (ccat, )
@ SWOTTING Lo %

84







¥ on Caeclbooys/

o' punilliniart ok

e oo cbgéu%u-
- DuXe festlsboe

Lo Tregiant,,

B your pacaratidy
P U B rBfeare oz phedon 2
2 A

aleP 2

ol olape oF  oladS
zal Llots U oty

; ! ) i yowr ool

{ &8
-

— SwbeE K

lpphie - clowelo

/apa.c-ﬁ— .













Anpeew) EBcclES

N S

% Ao A £

o&\d e

e T

0 S TP ST e






o e A M Malond
L{:" \ \\”\
) \)

IR
'
A
:.’_;k
Crewd =iele Cq_r‘.c./ crront n i :
o i - o
;r/ : 2GR Pl.}é a s/t ) Q:H:ﬁ\ org
Qs SA, j 3 .
NN 1A C/Qc :
e i ! 4! i {6/2 78, .51‘?0-; chb HGC“{
/ : NEEYY . jnle. e el ’
oo Caeh olher . FRen
: ¢ Shyles Spch s

@f!qgsz-: /'}?"IME-Q xe -
Sembelve ( Stersian ) = Econpio
Kool otc CFac_e)

| | Commonity /Covntrey /Glgire

, TR
i







ShQQU\C\ COLLQC\Q “_[aw:ée/ Rﬂim : |

rce peclistic Pasiion  ON ol sSides _ve had

Syubolics - stoe SIqry - D&b@cL

(€O(iaqe ) paunbing 1 Reclistc
A v ; dag oncue
| | Corgadomcky ' though€e
| M‘:Oh ] | Peelings {
| %ﬂabe / . &
I Cournted | _ | ' T
|






SOAADIEE -
THR. DM s

o %’\%\ab
(oS |

Hond .

;)ﬁ MUJ(‘M_S Oon %&%Q'
9£ ’7\71\/\54 )






reclishic -

face
‘ -

' \CCMMur;}}i | ‘
' CCUHJ‘I‘EK : :
| G]ebe | |

&

cordbeard cut cuk cp -gg;}i‘:.pe_
Sleks ‘ | N

ne  sicke Ymaoinckive
5 _ i

3 t -

by ' T'G‘.Q.ltaj-] c--

L cre Side

\C“‘Q.ih'-PCCi’h JDQS‘-: i S Tty
. varaiehed mdde).













%\.’-
e

rbolic 5 A spbd ¢ A Koreon Al + Upngiait

(e § Bucis ¢ bl b dowibe g pusanly
.@C._lm\' 3’ 'iace- s Poin l—e@ in ch - é} ExLL/_g .=
I L TRy







"oN MY onwN’







[Lynats Fenlen | ‘)H}% QEL )

CAce © QAN DTC L AN 0N |

. 5\\\,\\&\;(___ 3 = AR AN = Prles ;
L Saes Condintts of

} COVNAG e

DA
Dokt ot SAaghion

Colnthy
Q \ohe

\" V QLS o N\ Qikiers
ThAREY o of Nagan.
) NED RO Qe WE Ny

CoMane. ON N

- teae
AR
D] i K R {






T |
TINA FOY '

SELF -PoRTRAILT -







47

APPENDIX B

Part One:Lesson Plans
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APPENDIX B

Part Two:Assessment Summaries
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