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ABSTRACT

This dissertation is concerned with the role of art history within the curricula of

both Junior and Leaving Certificate levels. It seeks to identify what art history is

as a subject in itself and what can be gained by the pupil through its study.

After a discussion centred on the distinctions and relations between art history and

Appreciation of the Leaving Certificate and the Support Studies of the Junior

Certificate the possibilities for the integration of the two are investigated. A

practical application of this, in the form of a scheme ofwork based on the Irish

manuscripts as a stimulus implemented with a second year group, follows. It seeks

to demonstrate the inherent benefits of this combination for the pupil.
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CHAPTER 1

INTRODUCTION

This dissertation is concerned with the way art history works. It aims to show that

art history is a valuable subject which offers the individual a wide range ofbenefits.

However, the view that art criticism is solely the province ofpeople of learning has

contributed much to inhibit the average person's enjoyment of art. The ways in

which this very view can be avoided is central to this dissertation.

Chapter 2 will look at this view of art history and appreciation and will look at

how a situation might be created within the classroom in which it is safe for pupils

to express personal opinions and responses to artworks. The discussion will look

at how, in an environment such as this, art history can offer much more to the

individual. Along with encouraging a confidence in one's own opinion critical and

analytical skills and a greater visual awareness and appreciation of environment is

developed. Consideration will also be given to the variety ofways in which the

subject is approached. Each will be examined in relation to its intrinsic qualities

and rewards that it offers the pupil.

The role of art history within both the Junior and Leaving Certificate curricula is

the concern of chapter 3. As children we all love to look at pictures but it is not
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usually until our teenage years that we are enabled to become excited and informed

by the visual world. Therefore, it is imperative that the study ofArt History and

Appreciation, at this stage, is approached in such a way as to encourage this

development. An examination of the methods of teaching adopted by many

teachers secondary schools is necessary in the identification ofpossible areas of

improvement. This will involve an investigation of the differing roles which the

subjects plays within these curricula. The contrast and comparison of the use of

Support Studies in the Junior Certificate and the study ofArt History and

Appreciation in the Leaving Certificate will offer a valuable insight into ways in

which each area might be developed. A situation must be created at this level in

which the pupil can avail of the full range ofbenefits discussed in the previous

chapter.

The practical element of this dissertation will form the content of chapter 4. The

discussion will endeavour to demonstrate how some areas of the Senior cycle Art

History and Appreciation course might be introduced at Junior Certificate level. It

will also seek to examine how the successful integration of the academic and

practical element of the subject can offer the pupil a great deal more than either

studied in isolation. The benefits of this exercise will be identified and discussed in

relation to the chosen scheme ofwork. Thereafter, a discussion of this scheme of

work, accompanied by a wide variety of illustrations, will take place.
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CHAPTER 1

ART HISTORY AND APPRECIATION:

THE SUBJECT

This chapter will seek to determine what this subject offers the art student and

more significantly the individual. It will examine what the study of art history

actually entails? Is it solely concerned with tracing the development of artistic

styles and movements or does it offer more than that? Methods of teaching art

history have changed in recent years and the discussion will also consider these

varied approaches.

ART HISTORY: WHAT IS IT AND HOW IS IT TAUGHT?
Art history can be viewed in a variety ofdifferent ways. First and foremost, it is

viewed by many as an academic subject which investigates the history ofart's

development through the ages and those who created it. The subject itself has also

developed into a profession in its own right. Mark Roskill refers to this as,

"a science, with definite principles and techniques, rather than a matter of
intuition or guesswork" (1).

He believes that the personal and subjective element involved in making a series of

opinions and judgements regarding an artwork is overrated. It takes second place

to the "rewards of the discipline" in Roskill's eyes (2). This interpretation is largely
in keeping with past methods of teaching Art History and Appreciation. Gaitskell

and Hurwitz present a useful table which clearly illustrates a comparison of these
dated methods with the new ideal that we aim for in the classroom today (3).
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A Condensed and simplified version of Gaitskell and Herwitz's table.

PAST
1. Emphasised immediate reactions

made to the work

2. Instruction teacher centred and verbal.

3. Relied on reproductions.

4. Painting primarily taught because of

story-telling properties.

5. Discussion on literary associations and

subjects ofbeauty andmorality related to

the work.

6. Great and well known artworks

concentrated on.

PRESENT
1. Art object is examined. Judgement

later.

2. Instruction - verbalisation, perceptual

investigation, studio activity, or

combination.

3. Slides, books, reproductions films, and

of key importance, museums/galleries

and original works of art, local artists'

visits.

4. Wide range from "fine arts" to applied

arts, mass media, films etc..

5. Discussion on formal qualities. Range

ofwork includes shocking and abrasive

images with psychological and political

motives.

6. Reference to artists of all epochs.

7. Emphasis on anecdotal accounts ofartist's lives 7. Concentrates on the work itself.

The prominent art historian Professor E. H. Gombrich represents an opinion quite

adverse to that ofRoskill in his book, The History ofArt, where he points to the

danger ofpossessing knowledge "to the exclusion ofpersonal response", which
can be debilitating rather than helpful. He states that it is better to really look at

something than be able to accurately label it,

"... but to look at a picture with fresh eyes and to venture on a voyage of
discovery into it is a far more difficult but also much more rewarding task"
(4).
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Occasionally, something chosen may surprise us by failing to generate much

response or on the other hand enthral beyond all expectation. This creates a

healthy situation in which the pupil is exposed to a diversity ofvisual information

and the chance to form her own tastes in relation to works of art. As Laura

Chapman states,

"Art experiences must extend beyond the traditional confine of "school"

art. [It should] enrich their vision of the world" (5).

In her book, Learning Through Art and Artefacts, Kate Stevens makes reference

to a recent interview with Gombrich by Sue Lawley on Desert Island Discs.

During this interview, "Gombrich was asked ifhe was pleased that young children

should see important works of art and know something of the history of art" (6).

In response he said that it was far more important that children should see many

different kinds ofpictures and be allowed to respond to them in a personal and

feeling way rather than to know 'facts' and be told what they should think. This

eminent art historian's ideas on the subject should be noted as they reaffirm the

importance ofpupils' own responses and the value of nurturing their reactions to

the visual world.

WHAT CAN BE GAINED THROUGH LEARNING ABOUT ART?
Art history and its abundance of imagery/objects ignites the imagination. It

functions as a rich resource for diverse experiences because of the many stories it

has to tell, the varieties of information it can convey, and the different ideas that it

suggests. Looking and studying the art of others can have an immense effect on

how one looks at the world. We look at something afresh after an artist's interest

in the subject redirects our own perceptions of a subject and presents it in a

different light. For example, a bowl of apples may never look the same after

studying Cezanne and his still lives.
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Art also forms a strong part ofour heritage and surrounds us in every element of

our daily lives. The greater visual awareness created through the study of art

history and the dissection if its images can have a knock-on effect ofdeveloping a

greater appreciation within the pupils of their environment. The importance of this

area ofArt History is often overlooked.

Robert Doupe in his book, Art History and Appreciation, states that

"{t]he real reason for 'doing art' in school should be to develop perception
and to achieve a greater awareness of the part played in our lives
(consciously or unconsciously) by shape and position of things around us
and of their colours, tones, textures, and lighting" (7).

He proceeds to refer to the importance ofdirecting pupils to consider good design

in everyday living, familiar things in the world around us, both in our homes and

everything we use in them as well as in our towns, cities and countryside.

Development of critical and analytical skills is central to the study of art history
and appreciation. Art work in particular can evoke what Laura Chapman refers to

as an aesthetic perception. In Images and Ideas, Chapman describes this aesthetic

perception as one which goes beyond the perception of everyday glimpses and

glances at everything in our daily lives. It involves taking a closer look enabling

the pupil to look in a more open and interesting way and encourages a confidence

and conviction in one's own opinion.

Stevens refers to the fact that we,

"[a]s adults, can enjoy the experience of looking at works of art and design
in the certain knowledge that our individual and personal responses are not
subject to censorship or questioning" (8).

Unfortunately, pupils can not always be afforded the same luxury. Constraints of

looming examinations often create the pressure of always expressing the right

opinion, the general consensus and room left for personal opinion and

interpretations is small. We must create a situation within the classroom and the
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curriculum where these kinds of reactions can be encouraged, enriched, and

confidently exist.

Use of descriptions such as "that's crap" and "that's boring" are given the

opportunity to develop into opinions that explain why an artwork creates these

responses. Through constant observation and discussion of artworks, use of

correct terminology at all times in the classroom, especially during evaluations of

the pupils' work, analytical and critical skills are developed. This in turn

strengthens their ability to be self critical with regard to their own work. By

equipping the pupil with these skills she can recognise what problems may lie in

her work, locate them and rectify them to create stronger, more confident work.

Study of the content ofartwork exposes how meanings are constructed and offers

an insight into the context in which work is created. The development of this

ability to analyse the context in which artwork is created allows the pupil to

understand that meanings are not fixed but are culturally and socially bound. The

ability to locate artists and their work in time, in relation to historical events, will

enhance their understanding of the work, the reasons behind its production and its

influences. Works of art, craft and design can provide the pupil with valuable

insights into the nature of culture.

In short art history and artefacts hold much for the pupil. Kate Stevens presents

much ofwhat has already been discussed above in the form of a list (9). This forms

a clear illustration of the wide variety ofpositive reasons for teaching art history in

schools. A summary of this list with some additional points appears below.

¢ gain confidence in personal responses

e learn to think critically
e become sensitised to the world around them

e develop their own way of seeing by encountering other artists' and designers' works

realise that their own work can be a safe place to express their emotions

assimilate ideas , approaches and techniques to be used in their own work
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¢ create confidence in being adventurous and creative in their own "doing and making"
e show them how ideas do not always succeed or satisfy at first attempt, e.g. the design process
e understand why they feel urge to create

encounter excellence

¢ become aware ofqualities ofworks of art and design leading them to become discerning
consumers

e talk, discuss and develop a critical vocabulary
e learn to read content of an image or artefact

* experience enjoyment and pleasure

¢ open up social debate

* motivate, excite the senses

© develop observational skills

e see world through other people's eyes, different perspectives other than their own

® more culturally aware

can reach part ofperson not accessible through words

e develop observational skills

This chapter concerned itselfwith the discussion ofwhat the subject Art History
and Appreciation has to offer the individual. A variety ofopinions exist regarding
this which range from Roskill's view of art history as a science in which personal

opinion and judgement is overrated, to Chapman's belief that pupils' individual

responses should not be subject to censorship or questioning, to Gombrich's

discussion of the pupil's own responses and the value ofnurturing their individual
reactions to the visual world. However, pupils clearly develop a wide range of

perceptions and understandings through the study ofartworks: how, when and

why they were created? It is unfortunate that this wealth of learning is afforded a

very small amount of time in the Leaving Certificate course and even less in that of
the Junior Certificate. The Leaving Cert. and Junior Cert. will be the concern of
the next chapter.
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CHAPTER 3

ART HISTORY:
ITS ROLE WITHIN THE CURRICULUM

THE LEAVING CERTIFICATE

The history and appreciation of art was first introduced to the Irish art syllabus in

1971 and first examined in 1972. It introduced an academic dimension to the

original Leaving Certificate's syllabus which had been solely based upon the

practical and it sought to offer to a more comprehensive study of the subject.

Since its implementation, however, it has remained separate from the practical

elements where real links between the two are rarely manifested.

No guidelines accompanied this new addition. Art teachers were not offered

information on a recommended approach to the information that needed to be

taught to the pupils concerned. They remained 'in the dark' as it were until the

publication ofThe Chief Examiner's Report in 1996. This encompassed the first

feedback on the Leaving Certificate course and offered teachers the first real

insight into how the course should be approached, taught and what standard was

required to succeed. Some of the Report's observations ofpupils' work were that

the skills ofdescription, discussion, comparison and analysis which are needed to

answer the Leaving Certificate questions were frequently ignored. In particular,
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the weakest element on the candidate's part was the ability to discuss visual

elements/qualities of artworks, artists' personal styles and qualities, artistic

movements and trends. The general approach was one based on a simple, linear

chronology which lacked the ability to locate artists and their work in time and an

understanding ofpast and contemporary influences. Either this had not been

taught or it had been approached in such a manner as to have failed to

communicate it to the pupils.

The year 1996 also saw the publication of the marking scheme and the addition of

illustrations to the examination papers (an ironic innovation in an examination of

the visual arts). These publications mark a move towards a more open and

integrated approach to teaching art history and appreciation offering both teacher

and pupil a clear understanding ofwhat is required in the terminal examination.

The method of teaching art clearly needed amending and questions had to be asked

as to how this situation could improve. As discussed in the previous chapter,

critical and analytical skills are of key importance within the teaching of the

subject. The pupil must be equipped with these skills in order to successfully

answer many of the questions which will appear on the examination paper. They

are also essential to the development of their own visual language and ability to

apply this to the creation of successful art works.
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Various authors writing on the subject have put forward their ideas on how the

teaching of art history and appreciation should be taught. Laura Chapman

suggests that these guidelines be adopted in order to successfully develop these

skills,

A: Describing

B: Analysing

C: Interpreting

D: Judging.

A: Describing

This level is concerned with factual information, for example what pupils see

before them. It also comprises factual information related to the artist or the work

received from the teacher or other resources (books, slides, postcards, video etc.).

Artworks which come from artists, cultures or periods with little background

information should not be avoided as teachers need to emphasise to pupils that

valid views can be expressed and deductions made about artworks without expert

knowledge.

B: Analysing

This requires closer observation of the work by the pupils. The artist's style is

determined and an effort is made to decode the visual language which he/she uses.
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The art elements are identified and their relationship with the principles of art are

considered. The comparison and contrasting ofworks is an effective way to

identify similarities and differences in the way artists have made use of these

elements.

C: nterpreting

This phase is to do with the exploration ofpersonal, emotional and aesthetic

responses to the artwork. The above mentioned in A and B will also affect the

pupil's reponses to the work. The social history/backdrop to the creation of the

work must also be considered by the pupil in order to understand and recognise

symbols and hidden meanings which may be concealed in the work.

D: Judging

At this stage the pupil will consider if the art work is successful. This evaluation

of artistic merit should consider the effect of time and cultural differences may also

come into play. Judgement made by the individual should be informed by a

knowledge of the artistic trends and movements which preceded the artwork and

its effect on art produced thereafter.

If these stages are applied the pupil should develop critical and analytical skills and

accumulate a wide knowledge of the history of art. Time spent on critical activity

has a direct and beneficial influence on the richness ofpupils' outcomes. The
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isolation of art history to a weekly allowance of40 minutes per week seems

inadequate in relation to its beneficial effects on the pupil.

THE JUNIOR CERTIFICATE

The Junior Certificate was introduced to secondary schools in 1989 and was first

awarded to students following a three year programme in 1992. This course of

study replaced the Intermediate Certificate. It consisted of a framework of eight

categories one ofwhich was Arts Education - Creative and Aesthetic Studies. Art

History and Appreciation is introduced at Junior level in the form of Support

Studies. These Support Studies are hailed as one of the most successful

innovations in the Art curriculum to date. Another of these innovations takes the

form ofproject based work which is submitted by pupils and on which they will be

graded. This project must be developed from a theme chosen froma list of five and

forms the backbone of all the work created by pupil.

The Junior Certificate, Art Craft Design Guidelines for Teachers, published for

their use in 1988, outlines the intended nature of Support Studies. They should

involve the development of critical, evaluative and appreciative skills and,

"critical appraisal, history and appreciation ofArt, Craft and Design, ..., organised

to form an integral part of the learning experience"(1).





15

Support Studies should encourage creativity and the flow of ideas without

dictating the design solutions to the pupils. Will the images or objects support,

extend and challenge the pupils understanding?

Unfortunately these ideals may rarely manifest to a great extent in the pupils'

work. Some pupils may find it difficult to understand what Support Studies

actually are and the way in which the Department ofEducation intends them to be

used. Sometimes these take the form of a selection of cut-outs from magazines or

photocopied images which seem to have only a superficial connection with the

selected project title rather than that which is supposed to "involve critical

appraisal, history and appreciation ofArt, Craft and Design" (2). Support Studies

should involve research and the use of carefully selected visuals, articles of

interest, and suitable materials which have meaning and relevance to the work in

hand.

In reality some students at Junior Certificate level gain very little knowledge ofArt

History or the critical and analytical skills which it can encourage. Furthermore,

time allotted to the interrogation ofworks of art, craft and design at this level is

thought to be a time consuming luxury. This type of learning needs structure to be

taught effectively. It is in this regard that I feel that both the Junior Certificate and

Leaving Certificate have something to offer each other.
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DISTINCTIONS BETWEEN HISTORY OF ART

AND SUPPORT STUDIES

History ofArt

-examined as separate subject.

- consists of set course ofwork covering

earliest times to present day.

-emphasis on critical analysis and analytical

thinking.

-emphasis on ability to dissect and discuss

images.

-emphasis on use ofArt Elements and Principles

ofArt to describe work.

-no real integration ofpractical and academic.

Support Studies

-not examined, yet plays role

in overall mark of students

work.

-no set course, Support

Studies encouraged.

- no real emphasis on critical

analysis, Support Studies

chosen if relevant to chosen

topic.

- no emphasis on ability to

discuss imagery used.

-no emphasis on use ofArt

Elements and Principles of

Art to describe work.

- practical and Art History
combined.
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Many believe that the new Junior Certificate highlights a great need for change

within the Leaving Certificate (3). A project based approach is offered by the

former and promises an experience where the combination ofpractical, historical

and environmental concerns in art are encouraged. Unfortunately, it can prove

difficult to make this 'ideal' a reality in the classroom. Reference has already been

made to the difficulties encountered with the use of Support Studies. Perhaps if

some time was allocated to the introduction of an art history element at Junior

Certificate level some of these problems would be addressed. It would also serve

to introduce pupils to artists and movements which could only add to their choice

of Support Studies. Reference has already been made to the art history as an

active experience which involves looking, feeling, finding out and making

responses. It educates pupils through its gathering of ideas, the inspiration of

finding new connections between themselves and others and the discovery ofhow

these things can find new ways forward in their own thinking and discovery. Why

is art history suddenly introduced as a subject in its own right at Leaving

Certificate level? Would it not serve the pupil well to begin the study of the

subject at a slower pace covering aspects and topics relevant to the developmental

stage of the pupils involved? Even students who do not wish to pursue art as far

as third level will only benefit from the study of the subject. They will emerge

from its study more visually, aesthetically and culturally developed individuals.
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The Junior Certificate's use ofproject based work highlights the key problems

within the Leaving Certificate. These are the use of a terminal examination and a

failure to encourage a true integration of theoretical/academic art history with the

pupils' practical work. The art history course also presents many problems with its

length and the lack of time in which to cover it successfully. Large areas of study

must be disregarded as of lesser importance resulting in a highly selective

education. The pressures of examinations can result in the rote learning of facts

and dates in an effort to gain essential marks and the true development of taste,

critical and analytical thinking and aesthetic perception is lost by the wayside. This

is a complaint often made by those teaching history per se: not enough time to

critically evaluate primary sources.
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FOOTNOTES CHAPTER 3

1. An Roinn Oideachas, The Junior Certificate Art, Craft, Design Guidelines

for Teachers (Dublin: W.C.C.A., 1988) p. 5.

2. Ibid., p. 7.

3. John Coolahan, Irish Education: Its History and Structure (Dublin: IPA,

1991).
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CHAPTER 4

THE INTEGRATION
OF THE

ACADEMIC AND PRACTICAL

The previous chapters have been concerned with art history as a subject, its role

within the curriculum, the Junior and Leaving Certificate syllabi, the approach to

the teaching of the course and what the subject offers the student. This chapter' s

discussion will seek to identify the benefits created through the careful integration
of the academic and practical aspects of the subject itself. Through the

investigation of a scheme ofwork implemented with a class of second year pupils
these benefits and problems will be examined.

BENEFITS OF INTEGRATION

Learning about other people's art is not meant to be a passive experience for

pupils. It should involve them actively looking, feeling, finding out and making

responses. The art history experience should involve the gathering of ideas which
fuels inspiration through the discovery of connections between themselves and

others. Art history should permeate the entire art curriculum instead ofbeing
taught as separate forty minute units as reference to art and artefacts allows pupils
to make sense of their learning experiences.

By relating practical class work to ideas, media and methods encountered in the

academic areas of the subject the pupil's understanding of the particular artist is

enriched. In addition, their own experiences widen their knowledge and insight as

weil as their critical responses to work of the same type.
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Pupils benefit greatly from understanding how artists and designers work.

Through this they can observe the creative and design processes involved. When

pupils find it difficult to understand and appreciate the reasoning behind certain

activities such as idea generation, reference to artists' work can clarify and explain

their role in the creation of creative and original work.

Through the investigation of artists' and designers' influences the pupil will

understand that creativity does not happen in a vacuum. Influences from both

contemporary and past sources are taken and re-used in their own way or with

different subject matter by artists to create new and original work. The artist uses

his/her source not in the sense of reproducing them or depending on them for

ideas. As Roskill so concisely states,

"Artists never begin from scratch" (1).

This can serve as a useful way of emphasising to pupils the act of looking at and

absorbing their surroundings. It is the integration and interpretation of images,

ideas, styles and experiences that makes art interesting and interesting art.

Adolescents are easily deterred by failure and when they experience difficulties in a

particular area of their practical work they can be extremely self critical. Self

criticism should be a healthy activity resulting in stronger and richer work by the

individual. Unfortunately, it all too often results in pupils developing an aversion

to certain activities. It can be useful to emphasise to pupils that professional

practitioners work and re-work ideas. They too experience failed pieces ofwork
or ones which they are strongly dissatisfied with. They often re-do work and yet

have the potential to create masterpieces. This can prove very reassuring to

pupils.

The most fundamental benefit offered to the pupil from the integration of the
academic and the practical is the knowledge gained through experience. When

some creative problem has been experienced for oneself, one can become more
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fully aware ofhow similar situations have been overcome by the artists and

designers of the past. First hand experience ofmedia, techniques and design

concerns will sharpen the pupil's sensibilities, understanding and give an insight

into the work of certain artists. Experience informs criticism.

HOW ANDWHERE TO BEGIN?

One of the principal concerns in relation to this is deciding wZezto introduce the

artefact in relation to the scheme ofwork. Often, the first instinct is to present

pupils with the art history reference at the very beginning. However, Stevens

points out that ifalways used as the initial stimulus there is the danger of responses
such as: we are shown 'X' so now we will be expected to produce something like

*X' (2). It can also become very predictable and boring for the pupils and teacher

alike. There is often little point in pupils being asked to respond to something that

they have no experience with. She suggests that one should consider the

possibility ofusing artefacts in the middle of a project. Introduction to artists at

this stage can be a very positive experience for pupils as they can relate to the

work and identify similarities between its colours, marks and style and their own

and not feel that they have copied. In this instance the scheme ofwork might have

started with the practical exploration of the quality and nature ofvarious media

and experiments carried out prior to encountering the pictures chosen for

reference.

THE CHOSEN SCHEME OFWORK
This dissertation is concerned with the possibility of introducing the study of
certain areas of art history at Junior Certificate level. Therefore, the practical

element this dissertation has been implemented with a second year group. This

group was chosen because they were at a certain developmental stage where I felt

that they would benefit greatly from the chosen scheme.
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Irish manuscripts was the subject/artefact used as a reference point and formed the

backbone of the entire sequence. This area forms an important section of the Irish

Art section of the Leaving Certificate's art history course. The aim of this scheme

ofwork was to introduce pupils to the form and style, technique, social context of

these artefacts through the design and creation of an illuminated initial combined

with calligraphy text. Each pupil was given a particular month of the year to work

with. By the end of the sequence the work will be hung together as a calendar.

Irish manuscripts such as the Book ofKells and Book ofDurrow were used

throughout the sequence as a point of reference and inspiration (see plate 1(a - b)).

This subject was chosen because the majority of the pupils would have been

familiar with it. The introduction of artefacts should be progressive; from the

familiar to the less familiar, from the simple to the more complex. It formed a

useful platform for the introduction and development of the pupils' ability to

examine form and style, use accurate vocabulary in the discussion of the art

elements in relation to an artefact/image, make observations and create informed

opinions.

LESSON 1

The aim of the first lesson was to introduce pupils to the scheme ofwork and its

theme (see plate 2). It formed a useful point of introduction as many were familiar

with the Book ofKells and had even been to view it in Trinity College, Dublin.

The lesson required the pupils to complete three tasks: visual investigation through

discussion, investigation of form through line drawing and an exploration of
natural dyeing techniques.

Through discussion the group identified and were informed of the function of these

books, who made them and why. It was necessary to establish in their minds an

understanding of the period of time in which they were created and what had come

before this. The pupils were encouraged to think and question why, how, when in
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order to gain a contextual understanding as distinct from simply a narrative.

Through a combination ofquestioning and information they determined that before

Christianity came to Ireland the dominant religion was Paganism and that many of

its beliefs were closely associated with nature.

Slides, images and a photocopied handout formed the visual references for the

lesson and the pupils enjoyed searching for and discovering the illuminated initials

within the intricate interlacing and design work (see plate 3 (a - e)). To further

their understanding and visual investigation the pupils completed at least one line

drawing detail from a slide. In hindsight the fifteen minutes allowed for this

exercise could have been extended.

The introduction of the natural dyes and stains was greeted with much enthusiasm

by the pupils and discussion followed which involved them guessing the substance

used to produce each colour. Amazement followed when they realised that the

wide variety was created from foods and spices found in the refrigerator and

cupboards at home. They then created their own swatch of colours investigating
their application to the paper that they were to create their finished piece on - a

printing paper ofhigh cotton content and therefore high absorbency.

Pupils received a simple worksheet as a form of revision for homework (see plate

4). This was completed and collected from the group by the next lesson. Much of
the response was very satisfactory and proved effective in reemphasisingof

important areas of Irish manuscripts.

This approach, consisting of three main sections - information, drawing and colour

technique, proved effective. Their attention and interest remained throughout the

lesson's duration of eighty minutes. One problem existed, however, in the area of
historical introduction. The lesson would have benefited greatly from a higher

visual element in the creation of the historical context/social setting. A short video
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or images of the type of environment, landscape, animals, architecture, climate of
the time would have helped the pupils to create a stronger understanding of the

period and the context of these books.

LESSON 2

This lesson was concerned with the first stage of the design process. Pupils were

informed of the necessity for research in equipping them with the knowledge of

form and style of this type of illumination (see plate 5). Through drawings they

examined and analysed the 'grammar' of this type of imagery, how formal elements

are organised to produce the designs and images. Pupils were advised to consider

the layout of this information in a visually interesting manner. They were to

investigate use ofpattern, line and various manipulations of animal and human

form to create these designs (see plate ).

Through their observation the pupils successfully recorded the use ofdots and

interlace (pattern), contortionist animals, the manipulation and stylised quality of

their forms. The ability to recognise these codes and conventions offered a deeper

knowledge of the subject. Effective questioning revealed links between the animal

imagery and a residue of the pagan tradition, creating the understanding that what

comes before is often ofgreat importance to how and why an art-form develops in

a particular way.

LESSON 3

Stage two of the design process was introduced to the group with an emphasis on

idea generation (see plate 6). The benefit of this process was identified and pupils

produced designs for their given initial. Pupils used their knowledge of the
illuminated manuscripts gained through their visual research, integrated and

interpreted this to produce their own original designs. Emphasis was placed on

tight composition and balance. The visual aid demonstrated the use of thumbnail
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designs as part of this process. An analogy was also made between this and the

monks' use ofdesign investigation carried out on bones. The richness of the

support study imagery used, the quality of their investigation and their personal

ability ensured the production of a wide variety oforiginal, interesting and hugely

successful designs (see plate 7 (a - b)).

LESSON 4

This lesson began with a discussion and evaluation of all their work. Their designs

had been enlarged from A5 toA and were hung together on the art room wall.

The pupils were both proud and excited by this impressive sight upon entering the

room. The discussion concentrated on the quality ofdesign and composition. The

task required pupils to effectively re-work any weak areas of their designs which

often called for an economy of line and clarification of certain elements. Following

this, pupils used black carbon paper to transfer their finished designs to the

Somerset sheets.

LESSON 5 & 6

Both lessons were concerned with the application of colour to their designs. The

only reference made in relation to the colour used in Irish manuscripts had been

made in the first lesson. This was involved with the colours used, how they were

created and ways in which we might create our own colours from natural materials

today. This was revisited and applied to their colour compositions.

The contemporary artist Jim Fitzpatrick was introduced and questioning centred

on his use of colour themes and influences ofCeltic sources (see plate 8). Links

were made between his subject matter and the fact that many of these myths and

legends were first documented in manuscript form around the eighth/ninth

centuries AD. This contemporary reference was directly relevant to what they

were trying to achieve: use of a historical source to inspire new and original

designs.
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Plans were made first for the colour composition (see plate 9). Emphasis was

placed on balance and use of colours which were in keeping with their support

studies. Further colour images of illuminated initials from the Book ofKells were

presented to the group (see plate 10).

A group evaluation, similar to that initiated in lesson 4, identified any problem

areas in their colour compositions. Questioning and dialogue which encouraged

analysis, reflection and comparison helped some to modify their choice and

placement of colour. Students were encouraged to make use of the natural dyes,

however, the rich colour and intrigue of the bottled inks attracted most. Through

careful demonstration and emphasis of the mixing of colours a wide variety of

individual colours was achieved by the class and the influence of the support

studies used became apparent.

LESSON 7

The main objective of this lesson was to introduce pupils to the type of script used

by the monks in the creation of the Book ofKells (see plate 11). Handouts ofhow

to create the Irish majuscule script were circulated and pupils spent much of the
class practising the letters of the alphabet following this. Emphasis was placed on

the quality of line, its varying width and fluidity. Many experienced real difficulty
and frustration with this area as a result of the way they held their pens. The

demonstration achieved little for these individuals. One to one tutoring was the

most effective course of action and pupils eventually achieved desired results. The

completed task resulted in the combination of their illuminated initial of their given
month and the remainder of the word written in calligraphy (see plate 12).

LESSON 8

In lesson eight text as pattern was applied to their finished pieces. Reference was

made to The Book of Ireland as a support study (see plate 13). This proved
effective as it was directly relevant to the whole theme. The method used to apply
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the text added helped to sustain their interest in the work. The technique ofwax

resist and washes of tea stain allowed the consideration of the background of the

work(see plate 14). This also created the opportunity to increase the reference to

the month with which they were working as the subject of the text was based on

anything they associated with that particular month (see plate 15(a - e)).

It could be argued that to use artists' work as stimuli for pupils' own work in this

fashion might simply encourage plagiarism. On the other hand, to use artists'

work only,

"as comparative information after pupils have concluded their own imagery
is to fail to exploit the work's potential for stimulus and imaginative
extension" (3).

The direct engagement with the design making process enhanced the pupils'

capability to read and appreciate this type ofwork and other work like it. It has

also had a beneficial influence on the richness of the pupils' practical outcomes.

The quality of pupils' responses is directly related to the quality of stimulus they

received. In addition, these pupils have completed what could be an effective form

of introduction to an area that they will have to study in the senior cycle.
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CHAPTER 5

CONCLUSION

In conclusion, what exactly does this scheme ofwork and its outcomes, described

in the previous chapter, tell us of the benefits offered by the integration of
academic and practical elements ofArt and Design? Chapter 2 was concerned

with the potential benefits of the academic subject - Art History and Appreciation.
It dealt with the variety ofviews which are held on the subject and range from a

strictly formalist approach to one which embraces personal opinion and response.

Various benefits which related directly to the classroom were identified such as

the expansion ofvisual awareness, extension of the imagination and perception. A
confidence in oneself and one's own opinion could be developed through open

discussion ofartworks created by the pupils themselves and artists/designers.

This subject was first introduced to the Senior cycle almost thirty years ago. Its

role has changed very little over this time and this was the concern of Chapter 3.
The discussion also looked at the introduction of Support Studies at Junior

Certificate level and an assessment was made of the relationship between the two.

Problems which surface in relation to these curricula and the reality of the
classroom situation were identified in this chapter.

The role of the teacher is of key importance to the address of these problems. It is

her responsibility to create a suitable environment in which the pupil can openly
and freely express personal feelings, judgements and responses which Gombrich

holds in such high regard. Art teachers should develop the skill ofeffective

questioning which allows the pupil to investigate artwork in a meaningful fashion.

This should seek to develop a wider vocabulary and make connections with

problems and solutions encountered in the pupils' own work.
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Revisiting themes of art history through classwork can help to reinforce these

connections. The practical application of this dissertation which has been

described in Chapter 4 sought to create some of these connections.

The question ofwhen to introduce the artefact was something discussed in

Chapter 2. In hindsight, Stevens' strong inclination towards the introduction of

artefacts during the mid-way stage of the scheme might have been all the better

approach in this case. This observation has been stimulated by some pupils' lack

of interest in the mainly historical approach of Lesson 1. Perhaps less emphasis on

the historical aspects in the initial stages of the scheme would have addressed this

problem? However, the results which the pupils produced reinforced the view that

the use of artworks as a stimulus for classwork directly relates to the quality and

imaginative extension of the work. Learning through experience is the most

effective way to develop an understanding of the delicate balance needed to create

a harmonious relationship between the academic and practical elements of art.

Concluding this discussion one can determine that critical studies and Art History
and Appreciation should not necessarily inform the practice of art and design or

that art and design practice may be undertaken for the benefit ofdeveloping critical

studies. Good art and design teaching embraces a healthy balance of the two
which interrelate and reciprocate. The potential result for pupils is thoughtful and

skilled making, visual awareness, confidence and critical and cultural literacy.
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PLATE1 (a & b). - Book ofKells and Book ofDurrow support studies.
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PLATE 2. - Introductory board to scheme.

IRISH IPTSMANUSC
0,t

ri i
Nah

183+.Als
aN
NY

Pety' zt)

toe, = 4Haag'i A ihit as
ofavai al qoSic] fet Oatuet

o> Raatof 3
Ad

AS%2b1
iC) "TY THO

Mo reat! tad
ba)v. fae ty

Me

A
p

é

FY) iy MA

iles
ots, #& Pe oe

net el vy!
MA /AY

Be"ic
Oe df tar»

" iaav o% @+%

™ a 14

aha
at hb

vr

Fae xKS x.
cin

aes st





@

35

6)

Maco)

AAS

Ut
25

'oem
Ae tbr Copa:

ph Mahemanya Ge en dngT

GALE T Peat comple

c wey! 4

Cuz gtd ae:

he Himmnebyy ai

US] c4

imrons

Ay
Bi

(Cee
WSAbin go IPR 1

TOMAS unony?{

PLATE (a - e) - Handout of support studies.3



'

1



AVYae
<f, *

..

36

ao ay eee PG, Maray

oat Langan gf Pee,
by Vee

cm at ee és

$85 AP
et

Mare
oo yt gd

sat Lan
ae

es ety,
eo wit

we
ts

cat.
my vfwet SS

ve vy ay
Fy

FY
bege

en 4
aie Foeo! tay *, pee St

a ee ey

2a itek, <3!
aetg

% ae aR 4

3 ES
Aae +N oo

Mi, ERsi€ fs See $
me oe 95

con
BS

ert iat *.

at * Pe, oF Serial, 'gS
coe

ater

£ Be, ghOE

..
oc)

rae hy a es is%.o wh
a me wt Le

a3 aS oksae ee
on

oes thee as7
mF Sass

fa ie re
rer x f. Ly het

igs Poe € she fe Seah et ste
in oe

AF. a %iy
t
ii oF

ne tetiny iE si Stprrmast
oF

fee va otag
or Bas A

Dy rs wy

iea
vs

a4 exonseeoe
Sa,

oy ly
ey B %, a

By ieee pas 3%
vee &

ve :& 8 IVR,fe ee
RN meets £%, 2 + ay re

we
Be.

'y te, " ne 2th. he Es ae: ey ats
mre

os he
oa

Ee
ettSih ek) ae

ah by ae 4 %)Gt oF, x. Xs.lsNg Es <aoe! ne

pees hk
be
sind

(S aed ee
ol

me Be hes, shSE aH, ON. 236 ig St ve Bfas oar
a TS Cree xedMS

wees
ne Sav Pout emda Bs A' ain. 1 SlRR

ra

xt
y)

4) DeeaX
wy

k

+E SDCH IS
Bae

Q)
ppet TI

)





37

E
Grarereoo!

E©:

;

63eety ress



>
s



8e

Ms vo%.ati
any

eyNLESMISE
TUDETSE
The'Tara'Brooch,Cat.48.detailoforfamentanthe

4,
WEOXaie

SYNY,
ZS

vASs
iyLZSS»\xASaaS6os

ee

VyayESGiAyUte
Og
ve

SSSIGiSiypbOY

SsVpilLRNh)NGaS
Oy

fy,
ANZsMgYnvNISSSxy

Ip7
ik

iCgeCc

St
AbDweSSEG,NS

vs

oFif
eee"4|en

iNot
NGANLh

Re
os

@oekPY
I}

\\\caEY
Chet

aN Yo
Px")ibel4wes teSESaN

KS
ae

kG)
INN

ay,

COi)ip1)-ff>A( bad
<7)helfiteTASSSpowcount )v\i

17,
ayfira"

ES,QUy: 'ghdws.pharLi

porate=.\\éLya
Safs eeen1),

Ww

LG mscoiasideaalieoeaaaSEAJQ

VG,raePai AtaAEs5Sst. Ss,\¢(ieTNT
®e

oy)

ay
be'G

iy
yh

y'

'yeJ 3Ao,(X,\

NeNSSytae
We

mae
e

WAZ neagLe
Ee:igi:SK

tc)

qcaZABoal"GeVe\\Ce\iyva.

mer,"GNSJ4
Fei?iid(YUhoe)zSSO}i

7mwi

Orevx:

aa
teCARS

%,'

Nm,
WAYya

Salterse RD=ant
gotAefaseist

wa

mainea)
awicad

CARTYTSjoaThy at
yy

iH

te,ne

As

defsAy'3LK
HE

8:
'i Dy

Ke
$3

each

45
Shes:aS tereterecteredao Fon

rateSeca,Ton Stal

BSBCRBA
wsZiNESDZ ox
YeZeMe

psy
Zi

LPsetst
BSS caPSS

Waswet am





39

Ornamented Celtic Capital Letters From the Books of Durrow Kells,and ndisfarne.~
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WORKSHEET ON MANUSCRIPTS

YOU WILL HEAR THE ANSWERS IF YOU LISTEN!
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PLATE 5. - Stage 1 Research.
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PLATE 6. - Stage 2 Idea generation.
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PLATE 7

(a & b). - their designs.
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SUPPORT STUDIES
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PLATE 8. - Jim Fitzpatrick - contemporary support study.
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PLATE 9. - Kevin's colour plan.
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PLATE 10. - Book ofKells illuminated initials.
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IRISH MAJUSCULE SCRIPT

PLATE 11. - Irish majuscule script introduction.
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PLATE 12. - Amy applying her text.
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PLATE 14. - My visual aid of the application of this technique.
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PLATE 15 (a - d). - some examples of their finished work with text applied.
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