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A. Justification for this undertaking

Art FEducation, like most other subjects, is often
seen in an isolated manncr. I is quite acceptable that the
art class does not have any 'relationship' with the acedemic
sub jects. This attitude of isolation also prevails within
the art class itself, and is often divided into two arcas.
irstly, the studio, or practical work, and secondly the
historical and critical domain. If onc disagrees with this
one need only look at the Examination Papers for the
Leaving Certificate. It is clearly divided by two papers -
the History and Appreciation, and the Studio Work. Should
the Historical and Critical domain be scparaled from the
productive domain?

In practise, studio work is divided from the

-
'

historical and appreciative domain., Because of the isolated
manner in which it is sometimes approached, children fail
to be motivated. Motivation must be of an intrinsic nature.
If the pupils find the subjecct of little consequence to
Lhedrsown needs, ‘or '‘real 1ife' ., their intervest., ﬂ;d innate
enthusiasm will not be aroused. Learning, should, and can be
an ecnjoyable experience. It is the teacher's role to prov-
ide structured experiences in which the pupil can partic-

ipate in and learn. In this thesis, I attempt to offer a

solution to the problems above
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B. Practical Outcome Envisaged

Most theoritical hypothesis do have a practical
outcome. The practical use of this undertaking is to
structure art history and appreciation teaching methods
to ensure that the aims and objectives are fulfilled.
The latter half of this thesis 1llustrates, by means of
sample lessons, the approach I support. The attibtude and

i

approach embodied in these lessons weilld ferim tlie bagis

forssal S rurthern s ON SR e R Ed I RoR T B e Grt elazs . Wie
mgccalSaspecttof Whis study i most isportait. Ndeed
PRSI s thesis 19 solely ¢ oncera: fr s o ot ol

"testing" of the hypothesis with classes in "St Davids'",

Goldast ) Artiane.

C. Method of Approach

Having decided on the theme for the thesis, the
first step was to take a brief look at the history of
teaching Art History and Appreciation. I then examined
the three facets of Art Rducation in Iteland l.e. The
Art Programme, The Aprt Teacher, and The Pupil. Having
a broad knowledge and understanding of the present
system, I studied the needs of the pupil more carefully,
I placed a special emphasis on ‘'creativity' in chilg
centred art history and appreciation education., Once the
aims and objectives had been discussed in the I ght of

'the creative needs of the pupil', the next stage was to



Asscmble an approach or "method' of nehi eving the aims
Se oUt beforchand. This was done, in conjuection with
the provision ofr sample lessons to clearly illuslrate

the approach I had taken.
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THE PRESENT SYSTEM

Art education in Ireland cannot totally be separated
from that of other countries. Its general development has
its origins in similar theories postulated by England and
in later yecars, America. Any discussion or criticism of our
present art programne must be secn in the light of the
international evolution and history of art education, and

in particular, art history and appreciation.

1900 - 1920: During the first decade of this century
art history and appreciation was mainly concerned with the
'Picture Study' Movement. Teachers using this method used a
single art work which was usually a sepia reproduction of
the original. Obviously the quality and value of these
reproductions left much to be desired. The teaching emphasis
was laid heavily upon such aspects as the moral tone,
religious values, beauty patriotism, story telling and
other literary associations of the artefact. Modern
educationalists might dismiss such values as being irrel-
evant, but as seen in the late nineteenth/early twentieth
century these qualities take on a valid meaning. One must
also see such lteaching methods in the light of art theories
and movements of the time. Before the advent of Impression-
ism art had a different meaning and function. A painting or
sculpture had many duties and requirements to meet.
Literary associations, the moral tone, patriotism etc.,

were as important as colour, line, use of light and dark,
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in the success of a painting. Art had a major social role
to play, and so it was these 'social qualities which were
grasped, understandable and prized by society in general.
It was not until after Impressionism that art without
social, political and moral meaning became universally
acceptable. Societies attitude to the function or purpose
of Art is made clear if we take and example of nineteenth

century painting.

"Liberty Guiding the People" by Eugene Delacroix
(50) otk e painting incorporating most of the qualities
deemed to be important by the "Picture Study" Movement.
This is one of the finest political paintings commemorating
both the revolution of 1830 and feelings and aspirations of
the people at that time. The rainting has a purpose and
Tunction and is fulfilling a necd in goclety.» Lt "sipatpict-
ism, moral tone éhd story telling qualities are obvious,
Although such aspects are of importance, one might ask why
they should overshadow the 'artistic' qualities of the
painting itself. Such a criticism is quite valid but again
one cannot completely separate education policy fEOm
societys'moral, political and economic attitudes. The
'Picture Study' mocement seems to be a direct result of the
Industrial Revolution and Victorian puritanism. The combin-
ation of both these influences were the core of these
education policies. Firstly, attitudes generated by the
Industrial Revolution gave priority to factual and
cognitive learning, "Hard Times" by Charles Dickens

testifles to this type of attitude. This preoccupation with

el
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"the facts' is extonded into areas of art which lend itself

to such cognitions, i.e., dates, names, periods, styles,
schools, events and speculative discussions about the

artists personal 1life,. Secondly, the moral and religious
attitudes of society were forced upon art and art appreciation.
To 'appraise' a work of art was to appreciate its senze of
morality and idealistic virtues which were in keeping with
public opinion. The 'Picture Study' movement is a fine

example of how attitude is mirrored in its education policy.

1920's: In the early twenties Arthur Dow changed the
direction of the 'Picture Study' movement. His most important
contribution was the provision of a set of principles of
composition and basic picture structure (i.e. line notan
coléur etc. ). Another interesting inovation of Dow's was the
link made between‘the pictorial art form and the theatre.
This was achieved by 'staging' the painting with real people
and props. It's purpose was to make the participants aware
of pictorial composition while enhanoing the literary and
storytelling characteristics of the painting. Dow's most
significant influence in the developing of art history and
appreciation 'schooling' was the sharing of importance both
on the traditional aspects mentioned above with the 'artistic'
qualities of the painting itself. This change of direction
coincided with the maturation of post Imperssionism art

theories and ideas.

In 1926 Helen Ericson published an article in
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'"Progressive Education' recommending closer attention be
paid to the 'environment'. The new concern for the environ-
ment of the child (the school building and the home) marks
the devision of find aprt design or applied art in education.
today, however, many of her suggestions have found their way
in the applied art of 'Home Economics'. Ericson's ideas

were, perhaps the beginning of 'child centered' education.

1930"'s: The thirties provide another example of
education being a mirror of gsociety. The early years of this
decade saw prolific scientific investigations enter every
aspect of life. The reason for this upsurge was promped by
many factors. Advancement in sclence, jJjob creation, and the
need to find a solution to the 'depression' were possibly some
of' the main causes. It was only natural that this cult of
sclentific investigation found its way into education. The
objectives and function of art education has been speculated
upon by many. The growing importsnce of the child as the
central figure in education made people aware of the 1aék @
concrete information on which to build a successful education

programme. The preference tests of Mc.Adory in 1933 is one

example of' the many surveys and studies carried out in this

arecae.

The development af;%yc%ﬂch may also have had an
important effect on events concerning education. Ideas such
as the reclationship of one's personsl cxperience with one's

appreciation of art is typical of such phycological



Speculation. Today's 'laissez Caire' approach in many art
classes is in no small way due to the events of these times.
The growing awareness of phycologists to the importence and
value of art was of course welcomed and shared by many
e¢ducationalists such as John Dewey and Thomas Monro. The
influence of Psyciojeqisrs  and FEyCHokgﬁfis a landmakr in the
history of art ecducation. Although liclen Ericson had suggest -
ed theories of child centered education, phycologists
supported and developed this idea into the concept we under-
stand today. The awareness of the importance of both art and
pupil in education gave art history and appreciation a new
lease of life. No longer could the learning of a series of
cognitions be accepted as an end it itself, Ary appreciation
was seen as a special method of improving the development

of the child himselrf,

1950's: Tﬁé fifties was a transition period in art
education. Prevoiusly art was considered as Jjust a body of
experience and knowledge. Art was now seen as both experience
and as a series of activities. The important issue was the
realsiation that art was not only a body of subjcét matter
but rather a 'developmental activity'. The idea that apt
history, art appreciation and studio work were capable of
developing one's personality has already been discussed in
the late thirties, early forties, but it was not until the
rfifties that these proposals were put into effect. Chilad
centred teaching was now firmly established in all areas of
education. Art was seen to have a special role to play in

such a system and as a result many primary schools developed

-9~



curriculae in which art took on-a major significance.
Primary education was, and still is considered to be the
most important period in child development and as such we
find that 1little research and study has been done in post

primary education,

1
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THE TRIANGLE OF ART BDUCATTON

THIS ART PROGRAMMI

Although the account given of the development of art
education is not directly related to events in Irish educat -
lon, it's influences are significant. The historical out-
line places the origins of fimiliar teaching methods in
place and time in the hope that it will be understood that
our present ideas on education are formed from experiences
and events of the past, llowever, it must also be realised
that although certian styles or methods of teaching have
persisted, their validity for today's requirements must

never be taken for granted.

The.hrt programme' provided by the Department of
ducation has changed little over the past years, The last
and possibly the only major change was the introduction of
art history as a 'compulsory question' in the Leaving Cert-
ificate Examination. This change was mainly due to the
influence of the universities. The consecquences of this
change were: -

1. It raised the status of art.

2. Art became more acceptable to acedemic institut-
ipns -the art history and appreciation section is
allocated 150 marks out of L4OO (in 37% of total
mark).

5. The motivation for such a move resulted in a
course lacking considerably in planning its

objectives and methods,

This lack of planning is clearly evident in the "Rules and
=l
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Programmes for Sccondary Schools 1978/79."

"RULES AND PROGRAMMES FOR SECONDARY SCHOOLD 1978/79"

ART - LEAVING CERTIFICATE

(A) Imaginative Composition or Still Licfe 2% hrs 100 marks

(B) Design or 2% hrs 100 marks
Graftworlk 5 At

(C) Life Sketching 1 hr 50 marks

(D) flistory and Appreciation of art 25 hrs 150 marks

Questions will be framed as to test the general knowledge
of historical development and visual appreciation rather
that detailed knowledge of the History of Art.
Opportunities will be offered for the expression of the
candidates' own opinions of works and visual problems.

Answers to questions may be illustrated by sketches where

they would be appropriate. The area of special study reserved

by the examination are as follows: -

SKECTION I Art in Ireland (From Prehistoric Times to the

present).
II Buropean Art (100 AD to the present).

IIT Under the general heading of 'General
Appreciation' it is intended to afford candid-
ates an opporgunjty to discuss topics on
everyday visual experience in their own

envoirnment.2

Sl
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It 1s interesting to note that the art programme is
covered in two pages with art history and appreciation
covered in twelve lines, while other subjects are provided
with detailed guidlines and explanations. Vagueness is the
programme's major fault. The first parasraph (D) seems to
have the right direction in that it does not require
detailed factunl content but rather a freneral knowledge of
historical development and visunl apprecintion. Although
bhis is the official line taken in the publication it seems
that somewhat different criteria arc used in the examinstion
of the papers. Zxaminers are recommended to "l,ook for wide
famiili eni v il factuail content, ability to venture a
personal opinion..." The atiitude Lrken by the Department

eff duealileon over the past years is curious. Qril pinal iy St

wos widely accepted that Tactual information was o bosic
reouirement in the examinations. Hovever, such o body of

owledge is difficult to lcirn because of the length ol

the history course. Veny teachers comnlained of this
adifficulty. Suggestions were made to shorten Lhe history
course, or to divide the course into sections which could
be studies in depth. Although these proposals were not vut
intc effect, the problem was resolved. Tn answer to these
complaints it was announced that emphasis would be placed
on the general development of art rather than on a fTactunl
body of knowledge. In theory this seems like a logical step
to take. The theory was find, but in practise teachers

found 1little change 1n their situation. The Department's

solution was not backed up by any form of curriculum

o s



guidlines, text books or teaching aids. In fact the teacher
8till had the same old system to work with. It is also
widely believed that examination success depends on a wide
fimildarity with factual content., Obviously it is much
easier to correct papers on this basis rather than on a new
concept which is still very much underdeveloped. Nelther was
the pupil satisfied with the system. Students often became
dissatisfCied with skimming the surface of art history. Many

perieds hold particular interest for them but because of

the nature of the programme their knowledge of the period
oREaRGHisitiiasusualllysilibinited to a few facts, a name, a
diattemand o hriefadiscridption: of the ertistic gqualities, The
bibliography is a collection of broad histories of art,
leaving many people unsatisfied and with a low regard for
art history and appreciation. One cannot really blame the
text books themselves bexause it 1s difficult to condense
such a wide course into a book suitable for secondary
school pupils. The lack of any back-up service and teaching
aids is, in my opinion, one of the reasons why the art
history class is, for most people, very boring. Of, course,
some teachers overcome these disadvantages, but their
talents would be increased tenfold if the proper facilities
were available. It is unusual to sece a subject like art
deprived of visual aids, suitable text books and other

tcaching aids.

The final contributing factor of this unsatisfactory

condition is the division and separation of art history

—'J“—L"' é
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“nd art apprecietion. Apt helitory, in isolation from the
other is of little benifit to tLhe bl 3ﬁﬂiTﬂP&’ art
fpbreciation without the support of -t iistony. das of
limited use. "here sre many obher arguments in favout of
abolishing any demarkation line between Lhese two areas. It
1s sufficient to say that the two are inseperable. Each can
enhance and benifit the otherﬂ Art appreciition may be a
response to art history and contemporary art. In any case
it does not disnssociate it.self Crom any period or form of
art. Art history provides examples and experiences from

which to learn and educate a sense of appreciation. This

issue will be discussed further in chapter IITI.

In conclusion it 1s possible to say that while the
teaching of art history and appreciation is not restricted
by the official apt programme, it's vagueness leaves most
art teachers dependant on the old trusted methods of

teaching.



THE ART TEACHER IN IRISH EDUCATION

Society's attitude to the value and importance of
art is again reflected in the predicement of the 'art
teacher'. The Arts Council Report draws attention to the
inadequate training facilities, the lack of concern for
proper training and the undermined status of art teachers

in Trish Fduc:ation.

Three Colleges provide the basic training course
which is "Principles of Leaching Apt". They are: The
National College of Art and Design, Dublin, Limerick
School of Art and the Crawford School of Art, Cork.

To be eligible for this course candidates must hold: -
(a) A diploma of a reglstered College of Art.
(b) The required number of Technical Subjects
Examinations.
(c) A National Diploma in Art or Design awarded by

the N,.C.E.A.

As this essay is not concerned mainly with the
economic, social and political difficulties of training
art teachers as outlined by the Arts Geunell, dt 18 suffic—
ient to quote this publication summarising the situation -
"To neglect the training of teachers in a subject is to
condem that subject to mediocrity, or worse in the schools
and consequently in society generally". This situation is
in the process of being rectified by the establishment of
a four year teacher training course. Before further discuss—
ionwe must examine the role of the art teacher. |

s
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The term 'art teacher' has been used rather loosly. The
definition of the word 'teach' according to Chambers
Dictionary is "to give someone skill or knowledge, to give
knowledge or training (in a subject or art), teacher - one
whose job it is to give knowledge and skill". In the
context of out school system this word means exactly the
same in theory as it does in practise. Much of the 'teach-
ing' in art history and appreciation is solely concerned with
imparting a body of knowledge from the teacher to the pupil.
This acedemic treatment of art history and appreciation is
in no small way due to the pressure of the Leaving Cert-
ificate Examination. The training of the art teacher also

gives rise to this dilemma.

It is common to hear pupils ask the reason for, and
use of knowing the '"contractual events between Benzzo
Gozzoli or Gentile Fabriano and the Medicis". Although this
example is exaggerated the meaning is clear. Such complaints
are sometimes dismissed as an immaturce understanding of the

subject. Nevertheless, there is cause for dissatigsfaction.

Training and study in the finé arts or design and a
final year of principles produces a subject centred. art
teacher. Teaching art in a subject centred manner is valid
if the pupil intends to take art as a career, or as a
serious passtime. As the former is seldom the case, art is
sometimes looked upon as a\hobby'. One has to consider the
value of teaching skills as an end in itself. This also

applies to art history and appreciation. In fact this is an

=i
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area which could be most benifical to the pupil. The value
of art history and appreciation is not fully exploited by
the 'subject trained'art teacher. One trained in this
manner then becomes an 'art historian' while teaching the
history of art. The class then becomes a replica of third
level art history education. The objectives of second level
education are much different from those of third level, and
so, teachers should change their methods accordingly. Art
historians and studio artists are not suitable to take full
control of the art class in second level education. Their
role in socilety has a definite purpose and should not be
confused with that of the art teacher or ecducator in
secondary schools. If we examine the role of the art histor-
ian, the studio artist and the collector and art educator
we may dispell with some of the present misconceptions.

The 'studio artist' is the producer of the art
object. He provides us with works of art which enhance the
aesthetic quality of life. The studio artist may be a
painter, potter, musician or poet. As one who os ,a master of
his trade he is often called upon Lo train others in his
craft. The apprenticeship system is the original, and
purest Fform of subject centred teaching. Today however, this
system has given way to Art Colleges and other institutions
of learning. The suitability of studio artist to teach
second level education is no longer totally acceptable. The
educational needs of young people are far more demanding

than most studio artists are capable of fulfilling.

A
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The art historian is one who is well versed in the
history of art. His job is to record, document and study
the cultural heritage of man. Without his our cultural herit-
age would soon be forgotten with disasterous results. He also
has other roles in society. He supplies the basic facts and
information used for study by collectors, critics, studio
artists and the gencral public. It is guite likely that in
the event of the absence of the art historian, artists and
art would progress very slowly while history would probably
repeat itself over and over again. The art historians role
in education is important but is limited to the supply of

historical data for use by the teacher.

The art collector or museum is another important
element 1In the preservation of our cultural heritage. It
provides the public with the opportunity and facilities to
have direct contact with work of art from contemporary times
and the past. Wheras the 'studio artist' and 'art historian'
have had too much influence in art education, the museums
and galleries havé been criticised for their lack,of
participation in the education of school going children.

In recent times they have realised their duty and have

taken a more active part in this field.

The 'Art Critic' like any other critic has a purpose
and role in society also. One of these is to evaluate or
"comment' on works of art with both the interest of the
public and the art form at heart. Hils learned opinion and

evaluation can also be of use to the art teacher.

Sioe
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L or teacher himself. His job is two fold:-

gﬁ 1l e The Productive Domain -~ the making of art

ob jects.

| ,
m Last but not least for discussion is the ‘art educator!

2.(a) The critical domain, aims at the development of
the child's ability to percieve the world with
respect Lo aesthetic qualities. It develops a
eritical and apprecciative cye.

(b) The historical domain attempts to help children
to understand the fact that art is part and
parcel of human culture and that it affects

and is affected by culture. >

The abdlity to achieve these objectives require a
certain amount of skill and training. As I have already
mentioned most or all art teachers are trained firstly as
painters or designers or art historians and sccondly as
teachers. This process results in factual and cognitive

emphasised teaching.

The arts Council Report points to the unsatisfactory
condition of the visual arts in Ireland. This is produced by
a vicious cirele effect. It seems that the education system
has failed to cultivate an awareness and respect for the
visual arts. A successful art programme in our skthools
should creat a society open and sympathetic to all art
forms.Titerature and drama have not suffered to the same
degree as the visual arts. The lack of concern of society

for the visual arts in turn results in the neglect of

-20—~-




developing art programmen and facilities and training of
art teachers. As the situation in this area seldom progre-
sses the wheel comes full circle. In 1949 it was siad that
"In Irish Schools, the subject of art, in either the
historical or the practical aspect is neglected. Few of the
principle :schools and colleges provide trained tcachers to
dcal with it, or posess the requisitec accomodation and
equipment for the purposez. Again in 1961 the same tone
prevails:- ",.,.. the Irish child is visually and

artisticly among the most undereducated in Europeg. The

success and failure rate of pupils in art examinations is

also clear evidence of the failure of our own present art

education system,

See next page..
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PERCENTAGES OF GROUP CERTIFICATE ART CANDIDATES BY

GRADIS RECEIVED FROM 1972 - 1977. g

G or E or

Tot. No of Candidates Higher D e

S 55905 6.07 ||+ 40.73 53 e
1976 63399 9.08 | L. 06 45.2
LT 6,897 Se0h iR L8
1974 D165 lp.@7 . 06 L7.7
il ST D22 9.0 39.06 510
1972 L ,687 k7l Ll . 014 e
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THIS PUPIL IN SECOND LEVEL ART EDUCATION

The student of pupil is, of course, the most import-
ant element in education. It is possible to be educated
without a teacher, and it is also possible without a
course, education cannot exist without the student. In the
trend of child centred education all efforts are directed
towards the development nnd education of all aspects of
the pupil. Facts and figures are no longer learned as an
end in themselves. Contemporary ideas are mort acceptable
and particularly sympathetic to the part that art can play
in the general education of the pupil. Iecause of the shift
of concern from the subject to the student there has been
much research and investigation done in an effort to know

and understand the educational needs of yourg people.

The basic concept of 'child centred' teaching has
existed since the first decade of this century. Many
subjects in schoois have changed their approach and
structure. History, maths and science are three ex;mples
that have made grecat progress. There have been many reports
in the media recently of changing attitudes in children
towards the sciences. Even in the past few years elementary
text books have changed their format. Teaching aids and
programmes have been successfully developed to achleve
major success. These developments have taken place in all

subjects except art. Pupils are still depending on 'concise

history of art' texts with almost a total lack of other

D



learning aids. The importance of redevecloping school
programmes in history, science maths ctc., is echoed in the
change of approach the National Gallery of Ireland has taken
in their lectures for school going children. These lectures
N were originally based on traditional limes (in early 16th
Century Art). At the end of such a course a questionaire
was completed by the pupils. The results showed that the
lectures were in no way successful. The education officer
at the gallery decided to change their course of lectures.
This change of approach produced a series of lectures such
as "Every Picture tells a Story" (November 1978), "I Spy
with my Little Eye'" - children aged 8 - 12 years December

1978, and others.

As we can see the- lesson has been learned by others.

The Department of Lducation is slow (o act on suggestions

made over the years and so the standard af the art prog-
ramme will not be improved and will continue to merit

comments such as "The Standard of Art al second level is
so mediocre that the results obtained in the subjéct in

Leaving Certificate exams are no indication of a students

potential”.7

A full knowledge and understanding of the pupil
enables the development of a course suitable for the
requirments of young people and the objectives of the art
teacher. Discussions about the aims and objectives of art
education are inseperable from those of the pupil.The

following chapter will deal with these aims.

el
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CREATIVITY AND THE EDUCATIONAI GOALS OF

ART HISTORY AND ATPPRECIATION

CREATIVITY

Creativity, although not a monoply of the art class is
usually easier to encourage by the very nature of Art
activities. According to Dewey learning is a "growing
process that happens within the child through experience'.
The teachers role therefore, is to guide the growing by

me

e chitlid ihe

providing and structuring the experiences of
conventional ori history appreciation class does not generally
incorporate the theory in practise. i‘ere book learning of
data is attempting to impart the end product (knowledge) to
the child., If one follows the ideas of Dewey one must re-
consider the approach to teaching art history and apprec-
iation. The teacher must provide the experiences related

to art history and appreciation through which the pupil

can 'grow and learn'. These 'experiences' are dealt with
by examples in a later chapter. Can creativity be taught,
or is it developed as an innate faculty? To answer, this
question we must examine and discuss 'creativity'in more
detail.

Creative expression is a ncrmal characteristic. The

o

responces of a young child are imaginative, original,

spontaneous and inventive. The childs joy in discovery and

manipulation of materials 1s forgotten by most adults.
Creative education has as its method creative

teaching, whereby the parent and/or teacher provides the

ot
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climate, experiences, motivation and the direction that

nurtures creative learning and creative expression.

Level of

Greativ iy

Grades

Eliiss g g5 6 7 &8 9 10 11 12
EDUCATION AND THE® CRTEATIVE BORMNEL AT
BSRAUL TORRNING

"

i}

Getzels oand Jackson examined the relation of
creative potential and creative production to Lhe tradit -
ional I.Q. found that the correlation of intellirence as
measured by a high level test of Lthe more general aspects of
intelligence and creativity as rated by experts 1s elose to
zero where superior I.Q.'s are concerned, flowevery a certain
degree of intelligence, and in general a rather hirh desrree
s reguired for ‘creativitty!. If this is so, 18 creativity a
closed shop for those with lower I.9.'s? What mav be more
important are such factors as relative absence of repression,
oneness to exverience (including thoce in aprt history and

"

avpreciction), sensitivity, lack of self delensiveness and
awareness of people and phenomena in Lthe environment,
What 1s creativity? - Creativity is defined in terms

of originality, as contrasted to conformity, as process

B
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related to mental activitlies and as product". In the light
of this definition one might suppest that exposure to art

history might supress originality, and in turn, creativity.

CREATIVITY AND ORIGINALITY

The originality or novelty of the product decd not hecessarily
be new for anyome but the creator himself."Can productive
thinking be taught?", G.W. Stewart maintnins that productive
or creative thinking may occur even if the idea has been
produced by somcone else at an earlier timez.ﬁome people
might argue that creativity could be undermined by exposing
the child to the great masters. Art llistory should be used
in such a way as the child discovers new experiences, with
and through the work of other artists. According to Stein
"in order to be cncative the product must be accepted as
usful or salislying by a group al the time when it was
producedg. Considering Steins view, perhaps we should set
the child problems related to the class at the time of
creating and problem solving. The creative product does,
however, have tw o sides:

i Personal Creativity.

2. Socially creative product.

The objective of a lesson should therefore state whether
the creativity of the product is of a social or personal
nature. Is the History of Art in Education concerned

mainly with the commiting of facts to memory? Can it be

a creative learning process? Should the product be personal

or social? One sometimes assumes that the personal gide of

G
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creatlvity is confined to art aclivities, wheras the

’
socinl side of creativity is the monopoly of "Problem
Solving Design Activities". The product of art history for
the pupil can he personal in that he learns the “symbolism
of' celtic art' but, on the other hand lLhose very symbols
satislfied a need in Lthe society of celts. The real

bridge between the two comes when the student used the
personal product of arl history to help him solve problems

of a social nature which he might have in any area.

CREATIVITY VISRSUS CONFORMITY

In gene ral, creativity has been viewed as contibuting
original ideas, different points of view, imaginative
responses and new ways of confronting and solving problems.
Conformity, on the other hand has been viewed as observing

not
the 'status quo'. The study of art history shoulddalways be

T | I

one of conformity, but offering a sometimes different point

F=

of view in appreciation.

CREATIVITY AS A PROCESS

Suzanne Langer says ''most discoveries are suddenly seeing
things that were always there''She compares a newly created
idea to a light that "illuminates presences which simply

had no form before the light fell on them”.lo

CREATIVITY AS A PRODUCT

The act of bringing forth something that did not exist
prevoiusly places the emphésis on the product. It assumes
that the child will produce something new, something that

involves novelty, originality and scrious effort,

% T F f i 1 i
l l l l i % q
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Haemowitz emphasises that "ecreativity is the capacity to
innovate, to invent, to place clements together in a way
which they have never been placed before, such that their
value is enhanced. Since learning should make us more
capable of solving probléms, knowing art history should
help pupils solve visual problems in a better way. 'The

ald that art history can #ive to a students studio work is
also true in the reverse.

In conclusion it must be said that creativity should
be as much a part of art history appreciation class as it
is for the practical side of art. As creaticity is largely
concerned with activity, the teacher should provide as much
activity experiences in the history and appreciation as
possible 1n order to stimulate the artistic process., This
in fact means that the best way of teaching art history and
apprecistion with''creativity being of prime importance is

through practical method or exercises.
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GENERAL EDUCATIONAL GOALS OF ART

HISTORY AND APPRECIATION

It is easy enough to criticise the present system of art
education in Ireland. If the system 1s to be changed there
must be something to replace it. This section reviews
contemporary aims and objectives in art education and in

particular art history and appreciation.

Art history and appreciation usually takes second
place to studio work. It is sometimes regarded as being
unimportant and irrelevant by many pupils. Both teachers
and pupils must know why art history and appreciation is
part of the class. Once the reason for it's inclusion in the
art programme is known, their motivation is easier to
generate. The natd;e of art history is a simple concept .,

It is a record of artists, works of art, shcools of art
and significant events in the development of art etc. Iow
does art history differ from that of social and political
hisotry? It 1s the difference that gives art hsito;y that
special advantage and interest over other kinds. History
is built on data about events which mecans it is not built
on direct experiences of those events. Art history however,
is capable of providing us with direct contact with the
historical art object always sensorally experienced and
mostly maturally present in the original or in trust-
worthy reproductions., In art history the relevant fact is

the experienced artefacl. It does not make sense to main

- 30~
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tain that this cxperience of the artefact can be religated
to the past, History, however, imaginatively reconétructed,
can evoke only ineffable events from the past. Art history
emerges from concrete objects in front of our eyes. Events
vanish, artefacts persist. Art historians are in the
privileged position of having at hand such immediate
experience which enables them to start their investigations
ff’rom an“unmitigated existential involvement with an
artefact?! Art history offers the same tangible involvement
and interest to the pupil as it does to the art historian .
However, we must be careful not to force the pupil into
becominga 'scientific historian'''who consciously restricts
his studies to narrowly fromed subjects. le becomes so
emotively sterilized that he will stifle all fancies and
keep alive only the facts'". This scientific cult results
in confusion betﬁéen the aims of the art historian as a
researcher and the aims of the art historian as a teacher.
Detailed research harbours a wealth of instructive inform-
ation. Though not exactly the cornerstones, they can be
the bricks and morter of art history. Teachers of‘apt
require general concepts. They may be aware of the managerial
glifts of the Abbet of St. Denis, but not of the sallent
features of Gothic architecture. In this quest for overall
Views researchers and teachers part company. The nature of
art history in these terms lends itself tremendously to the
appreciation and study of the viewer or pupil is the 'spring
towards a subsequent imparting of a series of histor-

board'

ical events and facts. It is on this basils that the

= Y
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division betwecen art history and art apprecciation could be
LSRN pIBISE e g It edsier to learn rationally what

they already feel intuitively. In Osbourne's view (1970)
"the more active the unreflective performance which can be
relied upon to come into operation without conscious effort
and attention, the easier the path to the willfully induced
tautening of attention, concentration and control, height-

cning and enhancement of consiousness'',

The boundries of art history and are appreciation
overlap considerably. Appreciation and criticism of art
objects from the past is closly linked to appreciation of
artefacts from contemporaty culture. An understanding and
knowledge of the past will enable us to understandand
appreciate our present culture. These insights can benifit

both the productive and critical domain of the pupil.

Appreciation and criticism are not as easily defined
as art history. The various meanings aseociated with
appreciation is noted by Penny (1966) " in an edudational
situation we are duty bound to consider history above all
as practical history . Art teachers often tend to a
practical approach to art history because of conflicting
opinions and the uncertainty of aestethic teaching". To
clear up any misgivings about the nature of appreciation
the follwing is an outline of the elements of art apprec-

iation and criticism,
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THE BLEMENTS O ART APPRECIATION

The definition or appreciation in Websters New World

Dictionary sk toN think we il of, value, enjoy, to estimate

the quality or worth of, to estimate rightly .. to be

fully or

sensitively aware of". Oxford English Dictionary;

15th century French works "apprecier" to "appriase".

THE AFFECTIVE ASPECTS ARE:

1

Beauty - In a text published in 1933 'appreciation'
was referred to as, enjoying beautiful things. This
is no longer a Justifisble priority.

Empathy - The need for the viewer to identify as
closely as possible with the concern of the

artist. The feelings that move the viewer to
sympathese with the aesthetic qualities of the
work o£ the subject sometimes becomes more
important in appreciating the art object.

Knowledge - In a historical context - period

style information and data of the artjs?, place

of training etc. These are all aspects which
contribute to the general appreciation of the
artefact.

Understanding of the elements of art. The viewer
who has working definitions of terms such as
balance, tension, colour etc will be better able
to appreciate the art form and be more receptive
to the totality of the work, than onw who does

not. Knowledge about the art object, and the art



fprm is a reinforcing factor in the total
brocess of appreciction. Knowledge not only
means memorising the facts bul also the
ability to identify the formal components of
art objects.

DI Perception - according to Arnheim "the per-
ceptual process in a cognitive function of
the heman intellect". This can be divided
into four leveds of perceptual learning.

A Observation - which is one of the aims of
art education in general, i.e.
to develop an acute visual
sensitivity.

B' Discription of viaual relationships.

1 c¢hildren could recognise and

5% describe relationships between
such art elements as line,
colour etc., their chances of
later being able to generalise
and discuss formal relatdionships
would be enhanced.

C Selectivity - involves the cognitive function
of recognition and the ordering
and simplefication of visual
phenomna,

D Generalising Form -

The ability to synthesize visual

principles, the ability to

_3)4,_




analize visual phenoma and the
ability to make a verbal statement
and discuss the work in its

totality.

THE CRITICAL PROCESS
s h'e vividness and intensity of the sensous
elements in the work of art.,
2. The formal qualities of the object, its design
and composition.
3. The technical merits of the object,

L. The expressive significance of the object.,

The critical process is the result of comprehensive
experience of art history and art appreciation. Armed with
the knowledge provided by art history and the experience of
evaluatuon througﬂout appreciation, pupils should have the
competence to make informed Judgements about the aesthetic
merit of an art from and ultimately his cultural and
visual enciornment. Sadly many people lack these capabil-
ities, The gap existing between the public and the visual
art cannot be closed unless we are educated in the art of

appreciation. llowever, the memns and methods of achieving

this goal presents education with a vast problen.

-35-
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This chapter contains several sample lessons
illustrating the approach set out in the previous chapter.
The lessons are divided into the various disciplines
within the art class. Some of the exercises, which I have
planned myself, have been put into practisec in 'St,
Davids', C.B.S., Artane. These exercises have also been

documented by means of phobtographs.

At times the contents of the lessons may center
on studio work only, This is due to the absence ol any
demarkation line between the produclhive and historical

domain.
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PAINTING AND DRAWING

m L, . : 4

he first lesson is one concerning the expressive
qualities of line. It was part of a series of exercises
for children in the National Gallery of Ireland which

I participated in,

LINE AS A MODE OF EXPRESSION

Age of Children - 8 - 12 years.

Duration of Class: 1% hours. - 15mins lecture
1hour practical

Materials: Projector, &lides, newsprint,

markers clc,

Ob jective of Lecture:

(a) To familiarise the children with

f '
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the expressive qualities of line.
(b) To familiarise the children with

the expressive characteristicts of

line in the works of othen artists.
Objective of Practical:

To make a picture using the theme

of"The Marriage of Strongbow and

Aoife‘by Maclise, using only line.
Adim:

To introduce and educate the

children in the varlous aspects

of the "elements of art".

General Aim:

During the months preceeding

=37~




building bricks of visual ort. The wactical propartics of

Chrictman 1979 the National
Gallery of Ireland offered a serics
of lectures for young people., This
particular series deals with the
"Elements of Art'". The specific
educational value of this idea is
coupled with the desire to acquaint
the children with the Gallery in the
hope that they will continuc to have
contact with it in later years.

The study of the elemecnts or rt for children is of

reicular intercst and importance. They are the intrinsic

r

1 ']

the elements of 1wt ore ensily understood bychildren. The
obijective of thig.particular lesson is to make the children
aware of the emotional, expressive and informative qualities
of line. The method is simply to show examples of artists

who have used line in this way.

Method:

Introduction - i % Discussion on drawing - making
pictures. 'How are plctures made"?
- from the point of view of the
use of materials and the "THINGS"
the artist produces with them i.e.
lines, shapes colours. The inform
ative, storytelling purpose of

pictures. There is a link between

L :
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the two aspects of picture maleing,
With the emphasis on line and story-
telling. "Can lines themselves tell a
gtiopy, 'or give us o meassapgel,

9lide Ghow - by Lhe.use of n aelectiol
off slides the children can cece how
artists have used lines Lo convey
emotion, or a simnle messare:

Slide A GUERNTICA LC asso.

Sl Hdie B RHE SCREAM. B. Funeh.,

i dieCRIHE MORGUT,  Max BReckman.
Slide D MOULIN DE LA GALETTE Renoir.
Last Slide THE 'ARRIAGE OI* PRINCRSS
AOTIE AND STRONGIROV Daniel Vaclise -
State theme -~ tell a story,.

State mood - what kind of aphmosphere
ofSteelilngisig ithene?.,

Examine each particular scene in the
painting.

Identify the emotions of each éroup
or person.

Contrast the human characteristicts.
Aol ReN=lpure i beautditul, Tgood, fair,
Strongbow - evil, dark, mysterious,
etc. (exaggerate the hummn traits).
Group (lower left) woman with dead man.
Identify the emotion - feeling -

criticism.
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Do the soldiers look as 1f they are deoad,

or only sleeping? - why.

kvery piclure tells a sbory.
The lines used to mnke a picture can

help in conveyving the mood and theme.

the children to do”

2 Choose two seclions of the picture.
24 Make pictures of the people in enach

Section using lines only.

!
N

i nsure that the lines used suit Lhe

picture.

WemligveBbeen looking at pictures =
 what are the pictures made of

Answer: lLines, colours and shapes appear

in most pictures.

Do you thing it would be difficult to

make a picture without using any lines?

Do you think it would be difficult to

make a picture without using any colour?

So what is the easiest way of making a

picture?

Answer: Making lines, marks with pencils

charcoal etc.

Can you name a few places besides the

National Gallery where pictures can be

ffound?

=0~
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~ Comics, Pilms, T.V., DBooks, magazines
and Advertisments.

Why do people put pictures in comics and
books?

To tell a storey -

Nearly all pictures tell a story or gilve

us a message,

Two important points to remember aboul picturecs:

Sl e ilie

"Guernica"

Nearly all pictures are made of lines.
Nearly all pictures tell a storey or give
a message.

Do you think that Lhe marks - lines them-
selves can tell us anything?

When the slides sare shown look for the

storey or message, and also look at the

lines the pictures are made of.

Picasso (See pageli! )

This picture is called "Gurnica" and it
wAas painted by Picasso,

Can anyone guess what the picture is about?
What can you see in the picture?

Do you think this picture is good?

Before we decide if the picture is good, T
will tell you the story behind it -

In 1936 the peoplec of Spain were at war with
each other. This picture is about a village

in Spain at this time. Gurnica was a

-2~
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typical valslilelee AN S he men in the
village were away (ighting the war which
left only women and children at home.
Then one day aeroplanes came 'lying over
the village to destroy it with bombs.
When the bombs fell there was panic. The
village wag Lotally defenceless and many
women and children died. Imagine the
scenc - women and children being blown
to pieces - all crying and screaming -

pain and misery cverywhere,

Now we will look at the bPicture again
and see what we Lhink of it (show slide
again). Do you see the women and Sl G
ren and the animals in a state of
confusion. See how the shapes of the
people and the animals are distorted
and mixed up. Look at the lines very
carefully. See the lines that make the
woman with the child on the 16ft hand
side of the picture. How would you
describe these lines - Jagged - sharp,
ugly and hard, rough, cutting? Do you
think the lines the artist used are
suitable? Would you have used nice
sof't, gentle, curvy lines? Now, do

you think that the lines the artist used

are the right ones?.

“"'J-J-B“' ¢



The Scream. - E.Munch

The Morgue. M.Beckman
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Slide 2, wppe Scream" L. Munch (see page Ll )

What is happening hepe?

How do you think the woman in the picture
is feeling - terrified, scared, frightened
worried?

Describe the kind of line you see in the

Picture - heavy, enclosed, black,claus-

traphobic?

How would you feel if you were that woman?.

Slide 3. "The Morgue"

"'ollow a similar 1line of discussion

and questioning,

S5lide L. "A Dance at the Moulin de 1= Galette" Renoirp,

This slide is very different from the
other slides. Here we can see people
laughing, dancing eating and drinking at
a party. It is a very gay and cheerful
aphmosphere, People are enjoying them-
selves, and genuinely having a good time.
The lines in the picture are also very
different. They are light and soft,
swerling smooth happy lines. In this

picture the artist has made his lines

sult the mood of the people.

The next slide is one we will be going

G
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Slide 5,

to seec in the Gallery.

" i . s ) 3 NeiES &
The Marriage of Princess Aoife and Strongbow"

Daniel Maclise (see page L6 )
The story of the painting is: In Norman
times, Ireland, and particularly the
cast coast was invaded by pecople from
England and Wales. Strongbow was one of
the chiefs of the invaders, Aoife wns
an Irish Princess who was forced to
marry Otrongbow. When Strongbow arrived
for the marriage, he had his army

destroy and plunder the people, and the

towns and countryside.

When we see the picture, everyone will
choose choose two sections of it and

then make their own picture about what

is happening.

For example:- Look at the people bottom
left, the woman has her arms outstretched.
On her lap, and surrounding her are dead
and dying soldiers, killed by the army of

Strongbow. You would very easly emagine
the condition the woman is in.Yet the
people who are dead look as if they are
sleeping. When you draw this scene make
sure they look as ir they have becen

killed in battle - think about it

'—147'-
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before you draw anything. How would you
feel about it if you were in the womans
place? Remember You can only use lines
to make the picture, so you have to be
Very carerful that the lines you use are

suitable,

Q 7 G K 3 .
oummerise ang re-state the objective when gathered in front

of' the painting,

The Klements of Space

e 8 Y U SRR

The next lesson deals with the concept of "Space” in two

dimentional art. This exercise is notl a step by step

example but merely an outline of the lesson. The manner

through which it should be approacheq is sufficiently

covered in the first exercise. The main body of this

particular lesson is taken from "Sharpe" ]

Age of pupils: Over 14 years,

Title: "Space in Pictures"

Objective: Invent a simple Picture of a land-
scape, with buildings, trees roads etc,.
Make at least three different versions
OpE Bl using a different Space making

concept for each one,

-1 8-
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A, Lo help the pupil become aware of how

artists, through the centuries, con-
Veyed the feeling of space.

B. To aid the Pupils own studio work when
desipgning paintings where space is an

Important aspect.

Method : To illustrate how various artists felt

how a Eeeiliding o Space 1is beast conveyed,
by showing both the reproduction print

of’ the rainting, plus a simple black and
white drawing analysing and explaining the
method used. RBefore these are shown, it
would probably be wise fop the artist/
teacher to 1llustrate a few simple tech-

nigues in this areca e

e The plane splits up defined by contours

outside, or inside

2. Figure and Ground - perspective over-
lapping
5 Texture - top and bottom orientation

-119- :



¢ Applicat ion Lo Painting c.¢. I'rames and

Windows - Gothic Architecture

e

window - hole in wall
figure (contour) ground

negative positive

5o Concavity ((:})
Convexity j:l

&5 Depth by Overlapping
To Distortions GCreat space
(3} Perspective \

-
'

Two artists theories on this sub ject: -
Gibson: "Three dimensional space is created by
b
perciptual gradients!

Leonardo da Vinci: produced a gradient of colour by making
objects paler with increasing distance

from the observer,

The painters af the middle ages created Space by flattening
figures and placing them one in front of the other, This
creates a feeling of very shallow space. (see diagram 1page51)
The painters of the Renaissance created deep tracts of Space

in their paintings by use of mathematical perspective. Their

0=
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berspective g
scheme ‘e i ~
1emes of{ en Involved very complex geometrical

S e diagram 2 pagebhHi )
The painter :
ba&inters of the Baroque period were well acquain-

ted Vfith the »
€ various cancepts of berspective, and frequently

made use o
f them to create deep space in their pictures.(e.g.

Baroque Ceilings i
] €ilings). Painters like Rubens frewuently created a

ffecilinE or -
& o depth by means of a series of dlapgonal bands of

Tone whigt :
1 lead the eye ever deeper into the pictorial

space (see diapran 3 page 51)

he Jamp: S art i e i
The Japanese artists of the cighteenth cenlury did

not use perspective in the Renaissance sence, they were
conscious of space however, and used a system of diagonals
(sec diagram pagedl ) Towards the end of the nineteenth
century a number of Luropean artlists werc influenced by the
Japanese. In some of the pictures of Degas and Tolouse
Lautrec, for instance, a spacc making system very similar
to the Japanesc i's cmployed (seec diagram 5 page DTS

With cubism, particularly in t{he late, or synthetic
phase, we have a return of the'flattening of figures'
technigue, The various componcnts of many Cubist paintings
look as though they were painted onto separate piéces of’
paper, and stuck down, one on top of the other. Some Cubist
pictures were almost collages in medium (see diagram 6 pageb1 )

As a means of evaluation and follow-up to this
exercise one could either follow a more practical line or
make a further study into individual artists or periods in

art history depending on the age of the pupils.
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of' works

selecting
not underestimatc Lhe

expressive meanings that

ot
adolescen
adolescen
or superf
analogies
to which

Th
readiness
possible
students
legimate
comnarsio

and inter

Bn s i

S
violence
parvaillels
traced GO
2 (]
viewed Aas

and

¢ of Lhe most important considerations in encourap-
areness of the artistic heritage, is the selection
of art that Will represent bhaot heritage. In
Works of art rop Adolescents to examine, we should
adolescents ability to decipher
"touch' their cmerging adultbhood .
udies of works of . art should be related to
ts fown studio work! whenever possible. TIf
ts studio experiences are too narrowly conceived
dlesiallin content, it will be possible to point out
between their own idea sources, and the sources
artists have turned.
isikind of comnmection, not only builde students
to look at any work of art in terms of its
origin, and expressive intent, but also helps
understand that their own secarch for ideas is a
part of the artistic process. Several levels of
n can usually be explorad: theme, subject matter,
pretation.
eme - Subject matter: Foobi all. i
udents interpretation emphasis Lhe ower =nd
inberent in the game. In this example historical
conld be drawn. llie theme of sports can be

tlies arESuiSmanyecu ltuness - briefolutibien , WHgyphi

(treelk. Although football is a modern sport, it can be

an extension of bLhe ancient gladintor contests

the medieval tournaments among knichts., The structures
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RRLucd Son among them the classic Roman Colosseum, the

1 A ) - . - - 3 -
convemporary Sports Plaga by Nervi and Vitellozzi. Other

Jnterpretutions of power ang violence need not be limited
to the narrow sSub ject ofr foothball. They might reveal

pover and violence in nature and in city life,
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Sculpture or Structure

v”h 211 1 1 1 9 1
SIS oducing {nhe FREERCINTc Ll piure S0 Cirst

years it ig Perhaps mort important, L

structu; e 1, i
bae CRUhED G Sculpture., The concept of the three

diment i 3 )
timentional fopy 1Sl i T Lhrough exercises under

the heading op Structure. The Word itself suggests 'build

INg upward ang outwardg, The igen or 'bujlding upward' is

best 11lustrateq through '"unit structure" rathepr t han

modelling a Tigure fop instance. The order of this lesson

is different,

This time, 1 thibk the practical work should come
first. Because of the nature, modern Scupltures in the field
of' unit structure, it might influence the children too much.
The question then LEMt ot ind a 'startinm point' to commence
the lesson, Drawing from observation usually provided a

good stock of abstract shapes to use ag 5 starting point

23]

for another 1essuﬁ. Ob jects such as shells, parts of
radios, televisions, machinery, flowers and branches are
suitable. Structure in nature is ¢specially appropriate.
Photegraphs of mapgnified scetions of lcaves, bones, skin,
hair etc show how naturc 'builds' itself. Of course, the
altetnative to actually making shapes onself is to use
"Tfound objects'. If a guanittiy of similar ' found objects'
can be obtained this would be ideal to introduce the pupils
to unit structure. One could use 'corks s Small boxes,
round cheese lids etc,

Once the starting point has becn decided on the
'building'can take place. Such an exercise will show the
pupils that: -

(A) Structures are built

(B) They can be seen from any angle (3 Dimentional)

start with investigating
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(C) I'hey have open ang closecd Spaces

(D) The r :
) e tory, €Merges as a natural "organic' result

ol the limitsg used,

After the ripgt 8tage the teacher could show slides,

beginni i
ginning with some contemperary artist involving unit

structures ool ey : : :
: 8, like Mario Ceroli and continuc back through

cubists down to Michelangelo (see page 50,

One could continue with similar exercises, or if
possible, follow this lessén with some work in design
problems in structures e.&. 'building the highest paper
structure with the mimimum orf materials!', Spanning fwo
points. These exercises could bridge the gap between the
traditional sculpture and a mort contemporary approach to
design in structure. If one did follow this line, one
would eventually arrive at the whole area of archditecture,

which is precisely the next topic to be dealt with.

57~
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APChiteCtupe
N_

This ig .
& UGN E I yee o T ;
\r'ca which I am pParticularly interested

in. The g R =
tudy of architecture through the ages is generally

approach thr ct :
ough text books, Architecture, however, is one

of' the few art rformsg available to us in abundance,
The importance op architecture in examinntion is
emphasised by the BRTDeE ot ge st ons related to it on
History ang Appreciation of Art cxam papers.
The approach to this subject also usually depends on
990G e Bhe. pupitils Siee d If they are in their fifth or
sixth year or Secondary School, they are somewhat bound by
examinations, which tenq to consentrate on names, dates
and facts. However, the pre Inter Certificate years offer an
excellent opportunity to the children for investigation and
cxploration of arch tecture in a most lively fashion. Their
enthusiasm, which_oftcn secms to be quenched in later years,
is not shackled by the learning of factual information, but
rather allowed to lead them GRS CONact vl Ly ~ experienced

understanding and then real knowledge.

When introducing a new subilecitns ke grchitecture, I

believe that one need look no further tLhan ones own locality.
If we only loolk around us we can sece Lie ric'mess of

esthelilies in the humblest of obivets, InSthdlss faeld one
ofiter hears conplaints of a lack of suitable arcuiteciure
in town end country settings. The educational value of
architecture does not lie wholly in its scale or grandeur,
but on the common, simple principles of function, proportion,

4 (A plE 72 a1 1 28 g r__c::'__g
materials and ornament. The various styles such a Regency,



Il I. | =y | pre——-..}
I i ] S I I '

d :

| !!I k!ll Jl! Illl ]Il
@ ! ! - g l-.“- L‘A-A

(] . v
fashions', Indeeq these

Baroque, Clasgicn) elc

r "_‘ . al
This is not of course to say that on

npchitccture, and endeavour to add

interest to huilding

8.
To illustrate the approach I prefer,
I include three lessons:

il al architecture,

2. Cubism ang aArchitecture,

So Whmal structure,

Adre but the £

ashions of hi story.
¢ should negle:
are solutions to the problems of

'spice!

-

t these

of' examples,
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fashionsg' , Indeecq these

Baroque, Classicay ete are but the Fashions of history.

DhEisys not of course tog «

are solutions to the problems of
mpchitccture, and andeavour to adg@ispiecl sl [ife " and
interest to buildings.

To illustrate the
I include three lessons:
le LEeEea architecture,

2. Cubism angd architecture,

Bl Ui structure,

Say that one should neglext these

: ‘ " examples
approach I prefer, by means of examr =0
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his is g N e e ; >
HERHOCU L Rt ae s o an germbavids", 0.B.5.,

’
irtane, T I — ; - S o ;
hey wiere BUMAYIng: for their Intermediate Gertificato

jT VT > thisa [~ 1 3 3
L dJunie oS VRN Although apt fistory and apprecintion

is not officially p

art of theip coursc, I thought this

=% |

particulap bProject woulg '"boost ! their interest and

enthusiasm for e il general,

During the course of the brojecl, they had experience of: -

A) Drawing from observation

Brief exposure to €Xaples of architecture by way of slides

1}

C) Analyitical drawing of facades,

i
—~ —~ ~ —
—t
A
~—

L B B B B O B B B A |

D) Bxperience with clay techniques.

All these various activities were not and products in
themselves but were Seen as a process of learning about,
architecture. When the emphasis was taken off 'pood drawing',
Fachual lenrning"ﬁnd 'good skills in clay' the class could
relax and enjoy the prroject, which is exactly what they aid!
lach stage was seen as a necessary step in the process of
learning, centered on architectural facades.

Aim of Project:-—
Il oSenabilelthieNcillasst to become aware of
architecture in their own ILEEEIL LR -
2. To help the class wvalue architecture as
an 'art form'.
Ob jectives:
1. Skills - drawing from observation -

sketch-notes - techniques in clay

©

construction - how to use a saw-dust Lt e

-60- !
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Ppreciate fhe value of completing

°ne stage before moving on to the next.

The ‘ob jectiha i
S8 WL e covered in more detail in the indiv-
idual lessong,

STAGE ONE

L e sisior e I U C e ‘
D20 '1 bL l)clVJ_dSH, CoB.b., f\l“LC‘LnC. Clﬂss C.

Duration: One hour and thirty minutes

Abilitys: Good
Number of bupils: 55
Objective: - (A) To introduce the rroject

EB)MRoNmothivat el the class
(€) Tol insure that the class fully under-
stands what is to be done
Introduction: - What is the project? - to study arch-

itectural facades.

Week i Sl gleandi tiaillk
2. Drawing the school
5. Make working drawings for chosen facade
l,, "Disect the facade"

5. Make the facades in clay

6. Pire the pleces in a saw-dust kiln




Making the facade

model in clay.

-‘):’)...




N
N
n
N
J
L
x

|

{

L
n
i
n
u
a
_
»
W

|
|}
i
]
i
i
|
|
|
!
|
|
|
§
I
i
I

1 o 'I‘OI)iC (.? o |
g4 .U.CF‘ t, ey 17} .
2vlon: ~ what 18 the purposec or conscrvation?

Are older

Wh

buildings really important?
at is go important about them? -

Stimalation - "Save the Inner ci by ftor

Victorian Movement in progress also

Wood Duay,

Are thope any buildings of significance
in this arca?
The shcool 1tself, and the Casino Marino
This section Will be be left to week two
and threec when we will draw and examine
these buildings
The best way to appreciatbe the desipgn
and proportions of a busldine ettt e
"examine", "break it down" and "build it

back up again',

STAGE TWO

Drawing from Observation:

The objective of this exercise is to compile the nbcessary
drawings or sketches in order to broceed with the next
stage.

Particular attention should be paid to the general
proportion of the facade. Notes should be taken of any
Teature of significance or interecst. These drawings will
later be used in the final working drawin gs and presentation

worlk.

Through this drawing exercise the pupils are made

-
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AWALe O EE
e 1mDOPtance or sketches' ng L source for a
2 = L -L1023 g ¢ > £ £
project;, The ¢ :
. > Cmphag S , ’
Phagig 15 on the Sultability of the drawing

to be used, ang eventually developed

into a plan for the
final work in clay

I'or this Purpose aspects such asg
berspective o
2 shading arpe @it LG importance. By

conteentrat, io; shie |
Lon i hd g gathering or ractual notes on the

facade, the tradis - -
’ raditional Pressures of good perspective,

:01es cetc ap L s
t 8 etc are no g lnh1b¢L1ng the pupils objective.

List of“objectives rop class; -

1. Note proportion of facade - draw
a general outline,

2. Note placing or windows, doors,

3. Space them correciltily,

L. Make out a detailed drawing of
all standard repetitive features E.E.
windows, doors, brickwork.

5. Take note of texture of surfaces.

STAGE THREE AND FOUR &
Make working drawings from sketches

Disect the facade.

Preparing the working drawings: -
1. Evaluate progress so far - is every-
thing ready to move on to the next
stage. lHas everyone got theirp sketche

2., What is to done during this session?

65
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St. Davids Monasteries.
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Disccting the facade: -

Minlldla e o o : :
C an exngt plan of the secltion of

the buildinm cach boy has chosen to

make,

Criticize the plan - is any part of
the drawing unclear?

Beware of any problems which might

arise when the Facade is being made
in clay,

Distribute photographs of building

to aiqg bunils work,

When the working drawvings are

complete take o tracing from the plan.

This is a good opportunity to dis-
cuss archilbecture as a community art
form. Because of the richness of
Georgian Dublin the discussion wil)
centre around this area. Tn the
bigger and more imprcssivé schemen
Georgian
of town,development, Raroquec
elements may be noticed, but in a
different context such as acurved
row of buildings. The connecting
streets between the open spaces and
the use of a Round Piazza, the

Circus, as a meeting point of

Continued on page 70.

7=
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The Georpian Town House
functional design in which the
related to what was normally a narrow sitec. Ti{'s
were the oulcome of considerable thoupht as

shows, bul, these visual consideralions were at the

of functional

design was based on the hunan scale, both in the

of buildings,

rfurniture.

THIS GIBORGT AN TOWN 1HOUSG S

was above all a piece of
needs of family lilfe werc
proportions
as this drawing
service
requirements. This is why Georginn &ivic
cxberiors

and also in the design of staircases and

68~
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Similarities between the proportions of

facades of The Custom House and
Saint Davids.




SQV 4 c
eral utreﬂtﬁy s also Baroque,

nlthough on A human Scale. The
Smalj intimatq doors and ground floor
Windows, BieN st e Streets with their
Shops (gee Page 71 ) orten allocated
to Pedesit iy traflfic only, are papt
o' the G 2070 The Baroque
ldeag or ”dyrmmic Space''. that dighs

BRI e cnc o by moving through
it ang relaf,ed through vistas from

Strect to Street, rprom 8pace to

Spaca,

The Tndusiedng Town amd {he Modern toveamant,

The Industring Revolution haq Produced the neeq [or
New Ly nesioiR hui]&tngu, Facloriog i lway slbations, wape-
houses (e.g.llis Majesty's mxise Stiore 1821 see sl e ) Sl
of' which posed many new problems, ihat, appearance should Lhey
have? Should they be constructed in a Similar mannerp Lo
othepr builldings? IE sol = whatl style - Romanesque, (Gothic,
Renaissance? There was no precedent for such huildjngs,
solutions could not be Ffound by consulting the architecture
of the past. Cast iron, and later steec] made their appcar-
ancesasSbnsilaiingSnateriani AN hi =" 5 qq o st11l further |
Architects had been trained in Lhe principles or

confusion.

11 (,1] i 1 S 1 ure (1 e ] V( (-i P]'O”] t}h(u H(.‘”!.l :i..;‘-‘\””(,e ] b 1[', [: 1@ we > now
Arciite v e AQUGHE 1t ; t t cy cre

) 1 )ﬂf (’ii h y { J] 2@ ':Li [‘QI new i'. l) A @1 .l)”-i L{l j”f,h W}.IOJ &
CORM1r¢ ) & i ;e C Y ] ¢ J g0

i - i , quite understand. Bven ir they had
functions they did not qu

0



Johnstons Court

Sed

His Ma}ésty’s Excise Store.
Sherrif Street.
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» Lhey Vioulq brobahiy i, LAl el i
Dt Confpont : VOl S Hilced them,
] ;0 N
E 3 too With neyw building materials which
ould: not He - :
1Pplieq to the alumnag beam d d i t
- 12, bes and pedimen o
pilastep and the it
e ﬂrchltectural €lements with which they

were aquainteq . How cap

)

a chtory be buils O SilieXoyal dliny =i

historic Styleo

The ensu j
J S Nol R

g Coniusion, the Arguments which saught
to settle 1t, soung Iediculous now.

replaced by irrelevant

Visual Sensibility was
moral issyeg and by sentimentality.

Buildings werpe SUIOREE e ok noble anqg dignified, but

the I@]dthnShlp Of their papts 785 no longer considered

with informed Judgement ag 1t had been in the past.
Townscapo Sulfereq immcnsurnbly 4858 result of this
confusion. Things wepe Cilichien®lc F oM Alce " car of them-
selves or they were disguised in various costumes (bisguisc
1s the spice of Life" wrote n Victorian architect) The
question of which historical style was best was never
settled. The "Battle Of the Styles" made the 'town'into a
vast architectural battle field.Renaissance town halls ang
offices, Gothic schools (sec rage7l ) and hospitals, often

111-1it and badly laid out, are stil] there for all to see,

Sl :
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“BATTLE OF THE STYLES”

Elements of Baroque, Gothjc & Renaiss

in Dame Street “facades”
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ance Architecture




~7l= i



»

N

N
N
u
N

"

|
N

,i

AJI

Clay models ready for firing.
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Clases Activity;-

Disect + G e . s :
- SUsiie Individuay drawing into

S 3l m- u
S1impla WNits ang find some king of

l"(}]_?lthHShjp })(;»twp‘qn ai)i! the parts of

the Facade . Refor to diagram of

feoraian fioysg (page 68 ang page 69 )

STAGE 1Ty

Making the Coacade in Clay: -

This Stapge ig Mainly concerned with
Skill in clay CoNStruction, The material
is mogt Suitable rop this project . ine
Lechnique of 'hujld}ny' with clay is
Similar (o actual |y makiinges the Pacndoe
ihal eyl ] fle e Finished product,
biedng ol a "'Slone! RRUANBIE G o e e

work a sense of permanance, like that

of real buildings, ANl these aunliting

satisly (he pupil, ‘I'he dehnilq or
making the Cacudes jn clay nre omilted
because it would scrve o purpose

related to the specific aims ol Art
History and Apprecciation in Lthis project .
The question of whether skills in Ghza il
vechniiquesaresreiliatcds o {ihe aimea and
ab ject fves of Apl liclory could be

i ) j .'llll‘\,_l](}{' f\-r:-"»:'l_\,"_
explained dmn

— 7=

. help motivale, susbain interest, ang
1



Lighting the sawdust kiln.
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) STAGE G1x

Iyl ey the Clay ]'-‘:-Lcadcn-
des: _

Again For the Purpose of thig casay it

1ls t,l,nnocoss:n-,y to po into the finer
e L s e v
detajlg O Rl i) o SAW=AUst. kiln.

(See Dhotuﬁpuphn

RRges7 7 )

m 1 e ~» 3 . .
I'hig Projcelt, Wis desipneg Ee Stimulate

the Dupils interecst, ir

I nrchitocture.

Once the interogsy has been aroused it

-_—

Should he easier to proceced with more

L academi e abproaches o :n'r,:h_i‘l.f)c:Lur-(:.

|
.I anTunLiun;_

. low doey one evalual e Such a project o
i The measupe Of the success of the lesson
i is in the lleve il Nolr intercat Lhe class
. has in archilecturn alter the project,

: il {3 completed, Would Lhcy be k‘r:f:n Lo o
]l nore projccts i Lhia Qe arsiihe met o
' and progross of Lhe anelivi Ly, and the
i end resull should molLivate I e hupils
' il 6O e Shidly e e area. The cligs
Lhat. 1 worked wilh on Lhis project hiidd
i

Already received aome 2 IROLE e o M (ol l

hisbory and g eialaian S howe v ar. | el L,
1 & Ty

Gt S thissanpproachs Look Lhe dryness. ol

i ; : f > 0L more rm'c;v-'nlnlr:,
oy b b e o il e : SO,

)

i

§ e
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Ceramic model of center house
Mount Pleasant Square.




Living Communit.jus
'A 1ol OW~up Lesson .
Once the Sub ject or

E the class could e

architecture haq been explored,

€Xplore the broader concept of 'living

SO Glc/s USRS Villages y Lowns angq Cilias. A project
concerning "oy Communitios ¢ row' would be ideal as an

integrateq Sub ject g tudy. (see aj agram below).

PURLIC SERek S ANCIEN T Dioe i LurEg
ADMIRISSTRATION) . WooD @oa q qgoqmmk[ 2

'f S ikteton. THE PHYsicAL. FAcroRs ThaT
”lSTORY- SHAPLZ THE DEVELoPameayt-

" C mcecc OF Comanung TnEsS

oORhA -,

Ycomdmucs,,  CIV(C S

. I

. VESDS OF A

ComamN) l_‘1
N
N

. How A Commonny CRowS
QOLE_ OF THT ARTIST 1IN THE CoMmum.r.’ i

PUBLIC SeulpTURE W HiSToRey.
N i Ty s
» ENVIROAMENRTAL STobks .
S TRAIL__

HDVERnsm)c', ST |, U"“'m;u:-\

\ Tovlouse Lnumc_uc\

- PRINTING TEEHMQUES

. Grapwcs

cenamcs
PoTocRAPHY
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Erom the a
/ e ( L
Jllhr”m one can 5ee that the world does not

revolve arounq b P
art histopy T !
Y and appreciation, Tt does, how-

dSpect of Iife dn

tondency for the

éver, form g
: 5 gemeral. There is a

Participat

-8 of any one particular

digecipline : 2 -
J PLine to be BEVCenUic NS C ent 1 ot would say that 1ife
and the wo g Ay :
= rld is Shaped by the laws of physics,chomjstry
etc. Phyvco Tigt g :
Ycologiats would say that Liific N is shaped by the id

CECandB e SECLEWhT el thg Religious believe that their

aspect e e ; . :
Spect of life jg LUsNcenitren It 1o this self centered

thinkine = 0y 4 - ot 3 : o . .
thinking that WSually isolated Apt history and Appreciation

from everyday AV iy A history and appreciation becomes

burely an acedemic issue. If, on the other hand, we approach

il on a more realistic blane, as part of a community
PROY RS o ! value would be pult into perspective.
When the student realises that art history and apprecialion
does have a role to Play in life, then he will be motivated.
The two most important factors for learning are:
e alsaEtEvatic llearn Sands the willingness or motivation to
learn. Given that, the majority of school children possess
the ability to lecarn and the L.eacher's main task is Lo
motivate them, and structure and guide their learning. The
learning process can be made much more inlercsting ror
young children by:
AAG VAT
B. GAMES
Both these aspects form the poinl of motivation in
a lesson I perpaired for a First Year Class during my
teaching practise in "St Davids", C.B.S., Artane. Because

f the shortage of time, the art history content of the
@1 1 .

P



)
i
|
"
R
N
N
N
N
N
B
_
_
_
_
p
W
’
’

lesson wgg minimum,

ang formeq only paprt of the

jntroduetion to the less

S80n, The title ol the lesson was

HOWEE IS T -
R Grows! Although the Art Ilistory content

was loew, tie 7. :
V low, the lesson 11lustrateq Successfully, how, by

LG VT i ;
% games, role Playing the procegs Of lcarning

was made Mich mope €njoyabie

Art histop
lstory, however, is also Accompanied by

appreciation, . 3 i
D CUL e s 'son 18 more concerneq With appreciation,

The critical ang APpreciative nspect of art is not solely
confined tg the Visual arts, bhut includes many other
Facets of apt and degign, One of those facets is'Town
Planning'. This is an area that concerns ajj o s
Because i effecls us directly, 1t provides a unique

opportunity to motivate the Pupils. The problems  in

deecision making at this level can be besi, appreciated, and

critised by actually getting involveqd in the proceoas itselr,

Title: - "A Growing Commurn it y"

Mabing = To find out how = community royis., What
arc the Factors, problems and restric-

tions that shape the development of a town,

Objective: - "To develop a smal] village into a town

you would like to live in'",

Introduction: - Town planners map. Photographs of

mistakes in Town Planning (Sean McDermot St )



Town Planning Project.

-8l



‘Mistakes in Town Planning’
Sean MacDermot Street



—

Method: —

Bvaluation: -

Ilach group ig given g “Diﬂtrict"draWn

out on g large sheet of card. The group

MSt decide Where (o put the predetér~
mined contents or A village on the map.
Bricks are usecd to represent -

No. or PCople  (one brick - 50 people)
Functiong of buj]djngn.

(black - factorics - working places)
(blue - houses)

(Ped ~ COmmercial Institutions - shops eticH)

(colouricss - public service buildings)

The village prows through four s tages of
("I(:V‘cpopmrﬁ.nt,. Bach s Lageis marked by the
cstablishment ofr « new industry or wopk
place.

A hidden treasure is announced al any
stage.The hidden treasure could be

either the discovery of:

Coal and/or :

A "Wood Quay" Site.

A record sheet is kept with an inventory
of buildings, roads etc used. The students
draw a map of the district ang 'place’

new factories on Lhe reverse side of the
record sheect,. Finally, each student writes

1 & Her = , s
a short note on 'whnt/why decisions werc

(G
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ORCHUS T oD
M s

SHCICHEVRIIE e
V.li Wiais o centre point roush Lhe ['-I“".‘[i_'if:. Hile
importance of ACCIVIEY "ag an clement of
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