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PREFACE

Radical changes in the social climate and culture of society over the

past twenty years have been reflected in the attitudes, needs, behaviour
and expectations of Primary School pupils. During this period, I, as

a teacher, have become increasingly aware that the structure, content

and emphasis of the existing curriculum has become, and is becoming
increasingly irrelevant to the needs of children. The investigation

and recommendations contained in this thesis are the result of many years
work, initially undertaken on a practical level in the classroom, and
subsequently continued as a course of study of the theories of Aesthetic
Education as propounded by leading Educational Philosophers, Aestheticians

and Curriculum Planners.

I would like to acknowledge my gratitude to all the children I taught

for their enthusiastic response to my many lessons in aesthetic education,
which helped me to realize its value and importance which, in turn,
encouraged me to pursue a further study of the objectives and effects

of Aesthetic Education.

I also owe a debt of gratitude to my tutor, Dr. Ruane for her guidance
and direction as well as the practical help she gave in the writing of
this thesis; to my husband and family for their affectionate tolerance
on the occasions when my work took priority over their needs; to the
barents, staff and pupils of Marley Grange Primary School for their
co-operation in making the video bPresentation, to the Hugh Lane Gallery
for the facility to use the Gallery for filming; to the Video Department
in N.C.A.D. for help in editing the video tape; and to the library of
N.C.A.D. for locating and making available the large number of books

necessary for the compilation of the surveys contained herein.

Ma-u :b(h»w\.a- ey
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SECTION I : THEORIES OF AESTHETICS WITH THE EDUCATIONAL FRAMEWORK

THE TERM 'AESTHETIC':

Art education in which Ssensory contemplation or appreciation of aesthetic
objects is practised may be termed education in 'Aesthetics'. Although
often found in the literature of art education, the term 'aesthetics'
requires some explanation. It was first used by Alexander Baumgarten

in 1735. Baumgarten was an associate of Descartes who is often referred
to as the 'Father of Modern Philosophy'. Baumgarten's concern had
focussed on what Descartes had described as 'clear and distinguished
ideas' by which was meant Systematic thought as developed in logic or
mathematics. Baumgarten noted that sensory and perceptual cognition were
thereby excluded. Drawing on the Greek word for perception, Baumgarten
coined the word 'aesthetics' for the science of perceptual cognition.

As Sparshott has it, the word 'aesthetics' was originally coined to form
a counterpart of logic. "What logic could do for analyzable symbols,
aesthetics was to do for unanalyzable symbols."l The subject matter of
Baumgarten's aesthetics is the sort of responses and experiences that

works of art, natural phenomena and man-made artifacts produced.

The development of aesthetic theories has been relatively recent. There
is now no single dominant theory of aesthetics. Each theory holds to

be dominant in certain features that others would accept only as
subordinate. The main difference among these views lies in the way they

distribute their value emphasis within the field.




Aesthetics is commonly accepted as the name for a branch of - philosophy
which investigates a number of questions and concepts that arise out of
our effort to understand aesthetic topics ranging from the nature, meaning
and value of art to the aesthetic character of natural and humanly
constructed environments. Aesthetics, however, also takes the form of
scientific inquiry into the psychological and social dimensions of art.

So there are, in effect, two kinds of aesthetics: philosophical and

scientific.

As a branch of philosphy, aesthetics tends to have either a speculative
or analytical character. 1In its speculative, or synoptic, form
philosophical aesthetics consists of discussions of art that are part

of a larger philosophical system of thought. The discussions of art in
the work of John Dewey2 and Suzanne Langer3 are cases in point. In its
analytical form - also called conceptual analysis - philosophical
aesthetics consists of the study of such specific aesthetic concepts as
form, expression, representation, style, aesthetic experience and critical
evaluation of art. The purpose of conceptual analysis is to improve our
understanding of aesthetic concepts so that we may use them rationally.
Analytical aesthetics is exemplified in the work of Beardsley.4 Although
most work done in philosophical aesthetics today has an analytical
character, there is much interest in more traditional or synoptic

aesthetics.

Aesthetics also takes a scientific form, largely, but not exclusively
psycholocial in character. It is in its psychological aspect that
scientific aesthetics attempts to discover matters of fact about the
dynamics of artistic creation and appreciation. Psychological aesthetics
is exemplified in the work of Thomas Munroef Rudolf Arnheim6 and

3.
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Howard Gardener.

Many different styles of philosophy are represented in the work of
contemporary aestheticians. Some writings are systematic and synthetic

- theoretical attempts to demonstrate the inter-relationships between

some or all of the arts; others, including most journal articles,
exemplify analytic philosophy by concentrating on the analysis of specific

aesthetic concepts or problems.

A SURVEY OF THE WRITINGS IN PHILOSOPHICAL AESTHETICS AND ART EDUGATION:

The relevance of aesthetics to the theory of art education can be seen

in the amount of writings and articles published from the nineteen sixties
onwards. This literature is impressive for its intellectual substance

as well as the commitment on the part of philosophers, theorists of art
education, curriculum specialists and research scholars to the value of
aesthetic education and its role in human existence. They draw attention
to the fact that the thinking art education has been and still is in
transition and that the fields of basic assumptions and priorities are
undergoing re-examination. In this vein Manuel Barkan8 concluded that
the educational frontiers of the sixties would consist of making the
'aesthetic life' a reality for theorists, teachers and students alike;

an objective the attainment of which implied the use of aesthetics as

a resource. Elliot Eisner,9 in forecasting a new era in art education
spoke of aesthetic education as "the humane education of man in, and
through the arts", which implied not only looking at the behavioural
sciences but also at aesthetics for ideas that might help such an

sa1l0) : s
education. Vincent Lanier meanwhile anticipated what was to become

4,




a major emphasis in the theory of art education: the unique role that
the visual arts play in affording visual aesthetic experience - a type
of experience he said is provided only through the interaction of an
individual with an art object. David Ecker (1966) referred to "the extent
to which principles of modern aesthetics can contribute to the total art

: nll 2 !
education programme. Also in 1966, R.A. Smith brought together a number
of essays and exerpts from the area of philosophical aesthetics, art

history and educational theory in his book Aesthetics and Criticism in

12 e i : ;
Art Education. This anthology noted in its introduction that the new

language of art education emphasized the need for an effective integration
of child-centred and discipline-centred conceptions of the curriculum,

and the introductory essays to the various sections of the volume
explained how the disciplines in question were relevant to the teaching

of art. 1In particular, it was indicated that philosophical aesthetics
help in understanding the problems of describing, interpreting and
evaluating art. In the same volume Harry S. Brondy addressed the problems
of the structure of knowledge in art education; B. Othaniel Smith examined
the nature of critical evaluation of art and Edmund B. Feldman indicated
the relevance of aesthetics to art education. Feldman expressed the
belief that "all plans, motives and goals for the teaching of art take
their origin from aesthetics ...". Such that "the objective of research

is to discover the aesthetic basis which one way or another informs

teaching and learning."

14 : : . :
In Aesthetics Beardsley begins with a certain high level supposition
about the nature of aesthetic objects but is mainly concerned with
examining a large number of critical statements made about works of art

for what they can tell us about the standards used by art critics. On

5%




. LS : :
another level, Michael Parsons first makes certain assumptions about
the nature of aesthetic experience and then attempts to discern

developmental stages in the growth of aesthetic awareness.

A SURVEY OF THE WRITINGS IN SCIENTIFIC AESTHETICS AND ART EDUCATION

The idea of a science of aesthetics grounded in the empirical studies

of the arts has been most forcefully propounded in the twentieth century
by Munro.16 He recommended a scientific approach to aesthetics which
should derive hypothesis from philosophy and art criticism and obtain
its objective data from the analysis and history of form in the arts and
from psychological studies of the appreciation of the arts. His most
notable work was in the analysis of form. That educational activities
should yield data for aesthetics which,in turn,inform the teaching of

art was a central concern of his career.

But if Munro was in many ways the principal advocate of empirical studies
of the arts, it was the psychologist Arnheiml7who, through the study of
visual perception and visual thinking had a dominant influence on
psychologically orientated art educators. While Munro had acknowledged
the relevance of Gestalt psychology to an understanding of art, Arnheim
applied its principles. Arnheim wrote both about the broperties of the
object being perceived and about the act of perception. As art educators
investigated the nature of aesthetic appreciation,Arnheimbanalysis of
form, space and expressiveness in works of art also began to be featured
in art education textbooks. By stressing the intelligence of perception,
Arnheim underlines what had been intuitively realized; perception combines

thinking and feeling and has a cognitive character. The belief that




imagery plays an important role not only in articles and aesthetic
activities in all thinking was cogently argued in Arnheim's 'Visual

] 8 : : - ; :
Thinking In his theory of aesthetic education, Arnheim also claims
that perceptual discrimination can be improved through appropriate

S A . 5 i:

practice in art appreciation. This idea is borne out in Eleanor Gibson's
extensive research which shows conclusively that visual perception can

be improved through relevant practice and reinforcement of correct

responses.

A SURVEY OF WRITINGS OF 1970'S DEALING WITH THE EMERGENT IMPORTANCE OF

AESTHETIC EDUCATION IN ART EDUCATION:

One result of systematic reflection concerning the nature of art education
has been a gradual change in the image of the field. This image was
solidified and expanded in several substantial textbooks as well as many
articles in art education journals written by art educators during the

nineteen seventies.

Feldman's 'Becoming Human Through Art' was subtitled "Aesthetic Experience
in the School' which reflects something of the interest the ideas of
;esthetic experience and aesthetic education were enjoying among art
educators at that time. In his preface Feldman writes that 'aesthetic
education' may well be ﬁhe best term for what he ig emphasizing, and that
his effort "can be regarded as either an art education text with a strong
aesthetic bias, or an aesthetic education text with a strong art education
bias.zo Feldman remarks, along with many other writers of the time, that
the tendancy of the field of art education was to overstress the

development of artistic performance while the students "tremendous




Creative potentials as intelligent viewers, perceptive critics and

- - . n l
sensitive interpreters of the arts are left largely untapped.
His theme, then, is visual learning through the aesthetic experience of

works of visual art.

Eliot Eisner, a curriculum theorist with an interest in art education

g A 22 He was concerned with
published 'Educating Artistic Vision in 1972.
aspects of artistic creation and appreciation. Eisner questions the over-
emphasis in art education on Creative activities and explains why it
hinders the design for a substantive curriculum for aesthetic learning.
Eisner also endeavoured to break down the dichotomy between reason and
feeling, between the work of the head and the work of the hand. He argues
that 'experience both in the creation and appreciation of art can pProperly
be conceived as a product of intelligence" and asserts that "an
educational program that neglects the qualitative aspects of intelligence,
one that side steps the metaphorical and affective side of life, is only

. w23 : ; : ;
half an education at best The main feature of Eisner S text is a
R - : 24 ' :

description of a curriculum project that assembled instructional

materials and explained to elementary school teachers how they could

convey significant content about art to their students.

Coming near the end of the Seventies, Laura Chapman's 'Approaches to Art
- - 125 . - a

in Education emphasizes that art must be recognized as an essential
subject in the school curriculum and is the right of all students -not
merely for those revealing artistic promise. The breadth of Chapman's
approach is conveyed when she remarks that "art programs should be
electic; they should reflect major tradition of artistic thought and

practice in Western culture as well as Cross-cultural insights drawn from

126
anthropology.




She also stresses the importance of aesthetic education of developing
intelligent and sensitive response to art objects. She lists modern art
forms i.e. photography, film, television and product design as sources
of study as well as traditional masterpieces of art and architecture.
She discusses curriculum goals which include, among others, the
perception, description interpretation and evaluation of works of art
not only from the vantage point of the students but also from those of

scholars.

New editions of standard texts also provide further evidence of the

changing image of art education. The fourth edition of 'Children and
: 27 ; : :

their Art presents new material dealing with responses to art and

aesthetic appreciation.

It is not only in standard textbook and periodical literature, however,
that the new image of art education has been shaped. A large number of
commission reports and policy statements also reflect it, as do the
contributions of art educators to a number of volumes devoted to various

aspects of art education.




CONCLUSION TO THIS SECTION:

Both philosophical and scientific aesthetics and their variants inform the
study of aesthetic education in Primary Schools. However, in the Irish
context, as the majority of teachers are cognizant with the theories of
perceptual learning and development of scientific aesthetics, and familiar
with the broad scope of philosophical aesthetics, it would follow that

the former would be more relevant to their terms of reference.

The dealing of reading draws heavily on Arnheim's work on visual
perception, and as all teachers have made an extensive study of the
acquisition of reading skills, Arnheim's work is well known to them.

The evidence presented by Gestaltist psychologists concerning perception
in children is also incorporated in the teaching of reading. For example,
it is generally accepted that children do not begin with simple elements
and work up to larger combinations, but rather begin with easily
comprehensive patterns and later analyze internal features. This type

of perceptual learning applies equally well to a literacy programme as

to aesthetic education.

Familiarity with these principles facilitates their use and therefore it
is upon scientific aesthetics that it is proposed to base the study of
aesthetic education directed towards Primary School teachers, as part

of an in-service course which forms Section III of this thesis.

The belief that aesthetic education can be taught in schools is one that
has been systematically articulated by a number of writers only in the
last three decades. The result of their writing has been the

10.




transformation of art education - i.e. an education that values the
development of creativity - into one that emphasizes the importance of

an education in understanding and appreciation of art itself; an education
that implies that experiencing works of art aesthetically is more
important than producing them. The survey of this literature gives
theoretical support to the final section of this thesis, which is

concerned with aesthetic education in Ireland in the context of a

gallery visit..

AL
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SECTION II : AESTHETIC EDUCATION

INQUIRY INTO THE FOCUS OF AESTHETIC EDUCATION: THE AESTHETIC OBJECT:

Traditionally aestheticians have inquired into the nature of the objects
of aesthetic experience as well as the nature of our experiences in

art. In recent years the aesthetic inquiry as a philosophical
discipline has become essentially the philosophy of art; being concerned
primarily with the work of art as the focal point of aesthetic
appreciation. "In its general use today the term 'aesthetic' more often
means having to do with art than pertaining to sensory contemplation

and its objects which is its broader and etymologically more proper

: nl
meaning.

Just as in the twentieth century the discipline of aesthetics has tended
to take art and art related concepts as its major topic of analysis,

so the theory of aesthetic education likewise stressed the study of

the Fine Arts (music, painting, sculpture, architecture, dance and
drama) as the main source from which aesthetic understanding can be
directly cultivated. Great works of art evoke aesthetic experience

in its purest form. It follows that works of art may be seen as the

2
'aesthetic object'.

Beardsley uses the phrase 'aesthetic object' to mean a work of art.

He further says that the inherent value of a work of art is co-related
to its artistic value so that the more highly a work of art is rated
according to strictly aesthetic criteria, the greater the effect it

14.




is capable of producing. Sparshott defines 'aesthetic object' more
broadly as a "term in use to designate objects insofar as they possess

3
aesthetic qualities,"

He further says that works of art possess these qualities so they are

the proper objects for critical evaluation and exegesis,

R.A. Smith concurs with this idea: "Art is the source of aesthetic
enjoyment. The work of art possesses properties which are characterized

4
as 'aesthetic'".

However, many educational theorists believe that aesthetic experiences
can be had through the perception of the natural world and many
artifacts constructed for other than aesthetic purposes. Rudolf Arnheim
suggests5 that the common objects of daily experience can serve as a
focus of aesthetic analysis. L.A. Reid6 takes this theory even further
by stating that, for children, aesthetic experience can only take place
out of the art context. Children have an infinite delight in nature.
This experience is of value itself and also as a building up of an
aesthetic sensitivity in perception and feelings which are the basis

for aesthetic appreciation of art. He suggests that the use of nature

as a source of aesthetic experience will inform aesthetic appreciation

of Fine Art.

Dewey7 says that the significance which works of art have is their
capacity to emphasize and heighten the quality of experience that we
meet only accidentally when confronting things and events in the world.

He would seem to advocate aesthetic study based on art works which will

15.




inform and enhance our perception of the world - that aesthetic
experience in art can help children understand and enjoy the visual
qualities of the environment. R.A. Smith acknowledges this idea also:
n

... works of art can engender in beholders a more generalized

disposition to regard the world aesthetically."8

Phenix allows that the environment can provide the resources for
aesthetic experience, but endorses the belief that Fine Arts are the

true focus of aesthetic education:

"Nevertheless, the fine arts are particularly suitable for the study
of meaning and for the special attention of educators because they
provide the basis for the analysis of distinctive varieties of
aesthetic significance in the most pure and unambiguous forms and
because they are an excellent foundation for the explicit pursuit
of aesthetic meanings through education."?

Laura Chapman'slo writings are also interesting in this regard. She
stresses the importance of developing intelligent and sensitive response
to art object but she also lists modern art forms (i.e photography,
film, television and product design) as sources of aesthetic study, as

well as the traditional masterpieces of art and architecture.

I would suggest the nature rather than art object as a vehicle for
Creating aesthetic awareness has definite limitations. A pebble, while
possessing its own set of characteristics has a relatively limited
sphere of association when compared to a mass of pebbles that make up

a particular tonal area in a painting. On the other hand the study

of a painting may help the child to become aware of the pattern created
by a pile of pebbles; the study of surface texture in a painting can
inform the perception of texture and enhance the experience of tactile

16.




pleasure sensorially apprehended.

Paintings, in and of themselves,are more affective and value laden in
terms of interest than natural objects, which may be sources of
aesthetic delight. However, not being objects of human construction,
they have not called for an aesthetic study. The practical field of
aesthetic study is smaller than the total field. It is the field of

works of art.

OBJECTIVES AND RESULTANT VALUE OF AESTHETIC EDUCATION

To perceive and analyse works of art for the sole purpose of having
a pleasurable experience may be a perfectly valid and valuable practice.
Few aesthetic experiences are without pleasure and many philosophers

: . ; : T 11
Clte enjoyment as the rationale for aesthetic activity. However,
the circularity of defining aesthetic qualities in terms of aesthetic
enjoyment has been a mark of weakness in several aesthetic theories

and does not yield adequate justification for a policy of aesthetic

study in art education.

R.A. Smith12 points out that the intrinsic work of aesthetic experience
does not stop with aesthetic enjoyment. The state of being pleased

with a work of art could be instrumental to some further good.

After reviewing Beardsley'sl3 discussion of long range benefits for

the study of art, Ralph Smith (1981) emphasises three benefits that
were particularly appropriate for the educational focus of aesthetic

education.14 These are briefly summarised here.

17.




1. Perception, Response and Understanding of Works of Art

As students learn to interact with works of art, their perceptions
and discrimination of the import and meaning of the art works are
refined. Students who learn to perceive all aspects of an art object

begin to gain access to the powerful meanings in works of art.

2. Development of a Store of Images

Students who work with a wide range of works of art and become aware
of their subtleties develop stores of images that constitute the
imagination. As children acquire increasing sophistication about
art they can call on their store of images to create and respond

to works of art in their world.

3. Increased Understanding of Visual Metaphor

Study of works of art offers access to representatives of the highest
of human achievements. Students may study works of art that
represent an ideal, which provides them with a background to help
them to interpret such ideals,and bring them to bear in art and in

life. As they realize new possibilities they experience one of the

profound benefits of studying art.

These are, according to Smith, are the immediate goals of an aesthetic
programme and the acquisition of these three combined goals on the part
of a student would constitute aesthetic literacy. However, it is one
thing to say that the goal of aesthetic education is the development

18.




of aesthetic literacy and quite another thing to describe the potential
benefits to the individual which literacy in the matters of art confers.
It is at this point the idea of the value of aesthetic education is

pertinent.

Numerous theorists believe that the value of such a study of art resides
in its capacity to energize experience and enlarge awareness in special
ways. Aesthetic experience, then, has a cognitive character. It
provides knowledge and understanding and lends a certain quality or

dimension to experience.

A sense of art's capacity to affect human experience in these ways is
: 15 : " ;
discussed by Harold Oshorne who writes that works of art "at their
best extend the perceptive capacities to the full and ... demand ever

increased mental vivacity."

Morris Weitz likewise thinks that the great gifts of the arts consists
in their "expansion of the realm of possibilities for personal

) - e : : nl6
experience and the intensification of the experiences already had".

17 . : :

Monroe Beardsley holds that the pre-eminent value of art is to raise
significantly the aesthetic level of experience that is desirable for
personal wholeness or integration. For Dewey the main task of
aesthetics is to restore the continuity between art and "the every day
events or doings,and sufferings that are universally recognized to

: : n AL : ¢ .
constitute experience'. A study of art works yields a certain kind
of understanding and "possession of this understanding broadens and

refines the background without which judgement is blind and arbitrary."lg

Ralph Smith endorses this idea that aesthetic education augments man's

19.




consciousness of his world. "The beneficiary of aesthetic education

1s made cognisant of the perceptual Tichness ... of things. Something
is experienced in the act of aesthetic beholding which is unattainable

through a normal goal-directed transaction with the environment."2

Suzanne Langer 2L maintains that artistic expression is the only
adequate symbolic projection of our insights into feeling. A primary
function of art is to make the tensions of life stand still so that
they can be looked at. Artistic images, the domain of aesthetic
education, serve two burposes in human culture. First, they articulate
our own life of feeling so that we become conscious of its elements

and they also review '"the fact that basic forms of feeling are common
to most people ... Art is the surest affidavit that feeling, despite

22
its absolute privacy, repeats itself in each individual life.'

Even though aesthetic experiences may be self-contained it has been
shown that many writers accept that works of art have a potential for
influencing other important values of life. This makes a cognitive
claim for art works; and this is an issue on which philosophers of art
are sharply divided. There have been many claims for the kinds of
knowledge that art supplies - divine truth, the ideal, the absolute.
By far the most far reaching claim for the potential benefit of
aesthetic study is that put forward by Brondy.23 He wonders whether
the FPine Arts should be studied only for their aesthetic value or if
they should be taught as lessons in morality, religion and social
justice. He regards aesthetic education as appreciative learning and
broadly claims that the case for aesthetic education rests on showing
what aesthetic experience can do for an individual in his quest for

20.
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a good life. For the student this ultimately implies "the ability to

derive pleasure from the contemplation of a wide variety of objects

that can, and do express in inimitable form the meaning of the more

complex and subtle modes of experience; and by such contemplation help

to produce the kind of life that finds its expression in the so-called
wlh

goods works of art. Works of art can be value exemplars in his

theory of 'value education'. The outcome of value education includes

an educated taste, and a number of different value subjects could

engender 'enlightened cherishing'

Prominent among theories who hold that something becomes known through
5 : 25 . .26
aesthetic experience are those of Suzanne Langer and L.A. Reid.
Langer states that the aesthetic understanding of a given work comes
through the cognitive-effective feeling of values embodied in the

presented work. Reid says that if aesthetic judgements are based on

a direct and intuitive knowing:

"In aesthetic judgements cognitive affective feeling is not only
intrinsic to the final judgements but intrinsic to the testing

of these judgements.'’

In conclusion, one may reasonably state that the immediate goals of
aesthetic education may have long-term and far reaching effects on a
student's life; that a cultivated disposition to regard art
aesthetically can contribute not only to the development of aesthetic
percipience but percipience generally; not only to the stretching of
the imagination but imagination generally; nor only to an appreciation
of artistic complexity but of variety and complexity generally; not

only to perceive the tensions of life but to obtain or arrive at

articulated feeling.

21.




APPROACHES TO AESTHETIG EDUCATION:

Is the aesthetic experience something that requires study or is it an

intuitive process? There are many schools of thought on this. Some

theorists hold that there must be a gathering of factual information
about the aesthetic object combined with a process of analysis before
the viewer can apprehend the work aesthetically; others believe that
such background knowledge and verbal dissection of the work inhibits
and may preclude an aesthetic experience. Even among these broad
divisions there are many areas where philosophers, educationalists and
psychologists are at variance. Any survey of approaches to aesthetic
learning must refer to the various Strategies recommended as approaches

to aesthetic education.

The analytical strategy of a curriculum planner (R.A. Smith), an art
theorist (Harry S. Brondy) and a specialist in Elementary Education

(Stanley Madeja) are worth noting as examples.

28
The first of these, Ralph A. Smith recommends:

1. Descripton of everything that can be seen in the work of art - as

objective as possible.

2., Analaysis of the composition - description of the formal relations

to the parts ... their expressive affect.

3. Interpretation of the meaning of the work - an explanation of the

ideas it conveys and its significance.

22.




4. w of the quality of the work. The judgement based on

aesthetic reasons or standards which may be primarily formal
2

expressive or instructional according to the work

29
Harry S. Brondy suggests that aesthetic perception can be controlled

by systematic identification on the part of the learner of:

1. Sensory Properties of the object (vividness and intensity, colour,

line, shape etc.).

2. Formal Properties (balance, rhythm, repetition, composition).

3, Technical Properties (medium, technique, skill).

4, Expressive Properties (moods, dynamic states, ideas).

Its import or meaning as aesthetically expressed.

3l
Stanley Madeja 20 proposes a theory of aesthetic education the
composition of which are a) observation, b) description of visual
relationships, c) selectivity, d) generalization of form and

e) abstraction:

1. Observation: Madeja maintains that children can be taught to observe

just as they are taught to read. Art exercises in observation can

be designed so that the child becomes conscious of various types

of visual stimuli. The object of these exercises in observation

are to sharpen awareness, increase the ability to receive and the

development of selected or controlled attention to visual phenomena.

23.




The child is encouraged to react both linguistically and visually.

2. Description of Visual Relationships:

describe either linguistically

The ability to recognize and

or visually relationships between

the art elements e.g. line, shape, colour, texture. This would

enhance the chances of his being able, later on, to generalize form.32

3. Selectivity: This is concerne
recognition, and the ordering a
A child, given a visual stimulu

components and extract a conte

34
4. Abstraction or Generalizati

d with the cognitive function of
; — : - 21]

nd simplification of visual phenomena.

s,must sort out the irrelevant visual

nt which has meaning for him.

on of Form: A synthesis of visual

principles.

a) that the child will have th
and be able to make a visua

b) be able to take the unrelat

as in a painting or a piece

These three suggestions by Smith,
analysis, share common components
analysis. Each claims that their
conscious of the qualities and an
Smith alone employs the critical

will make a qualitative judgement
here referred to recommend a stud

history.

The value of prescribed methods ©

e ability to analyse visual phenomena
1 statement.
ed parts into a generalisable whole,

of sculpture.

Brondy and Madeja, for a method of
— observation, description and
object is that the viewer will become
alyse the subject of the work of art.
faculty, anticipating that the student
. SIS ;
on its merit. None of the writers

y of the work in the context of art

f analysis of works of art is that
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it provides us with objective angd impartial categories, consisting

a system within which we can articulate our observations, which may

otherwise remain very general or imprecise. Drawing from the approaches

advocated by various educationalists I will refer to four principal

categories of analysis:

1) Formal analysis which is based on the hotion that the painting is
held together by the use of the elements. - The work is broken
down to its formal components such as shape, form, line, colour,

space, light and visual relationships are established among them.

2) Descriptive analysis: This is directly related to the subject matter

of the work.

3) Iconographic analysis - related to Iconographic, narrative symbolic

elements.

4) External analysis - this deals with political ideological or social

aspects of the work; which would include placing the work in the

historical context.

These basic categories are not used in isolation. Some theorists stress

the value of formal analysis but include the necessity of art historical

information and possible critical evaluation. Many use an art

historical context as a frame of reference to describe the time in

%6
which the artist lived and the resultant effect on the wor

25.




Formal Analysis:

All paintings and drawings consist of certain visual elements, used
3 I

singly, or in combination in different ways. The ways in which these

elements are used will depend on different pictorial qualities which |
are emphasised in order to express the artist's personal vision. Art

elements, as defined by Joshua P. Taylor,36 are colour, line, light

and dark, mass, volume, plane and mass. Learning to analyse the art

work formally means acquiring the knowledge of terms used to categorise

art elements, noting and developing the ability to see visual

relationships among these elements:- to see colour both as establishing

a general key and as setting up a relationship of parts; line both

as creating a sense of structure and embodying movement and character;

light which suggests the character of volumes and creates expressive

form.

Formal analysis enables children to dissect the art work in order to

see its underlying structure. It is argued that by looking more deeply

into the work, -a deeper aesthetic encounter may be achieved. ,
However, as has been previously stated, formal analysis is an objective

way of looking at what essentially is a subjective experience.

Furthermore, it may be felt that the attempt to increase aesthetic

appreciation by this method of analysis may be a hazardous process,

more likely to result in a self-conscious attitude than to develop visual

consciousness on a deeper level.

The aesthetic quality of the work will not become apparent through formal

analysis alone, regardless of its depth and scope. If this is so,

26.




is analysis worth pursuing? Joshua Taylor asks this question, and
3

answers it as follows:

"We should remind ourselves that the very capacity of an effective
work to elude definition gives it power to live in our experience.
And, as the analysis serves to broaden our experience by refining
our rerception of the individual work, leading us towards the

definition of quality that can only be completed within the depths
of our personal understanding."37

Formal analysis then may contribute to the aesthetic experience.
Knowledge of material elements and the terms used to describe them may
contribute very effectively to the aesthetic experience, and once
acquired will become inseparable from that experience. However,
concentrating on the importance of formal analysis as an academic
exercise may possibly interfere with aesthetic appreciation and can

certainly, used exclusively, never replace it.

Descriptive Analysis - an appraisal of the function of language in

Aesthetic Experience.

Aesthetics must distinguish clearly between aesthetic appreciation and
non-aesthetic - a trap into which descriptive analyais may fall very

easily. Describing everything that can be seen in a work of art is

of no value in the aesthetic experience. It is not possible to create

a verbal equivalent for an art object.

Descriptive analysis depends ex

says that language does not play any part in the aesthetic experience.

Each work, she emphasizes repeatedly, 1is unique, self-sufficient,

; Fotagp, o " i emotional experience it
untranslatable and indivisible and "the vital p

27.
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clusively on language. Suzanne Langer




symbolizes is of the kind for which verbal discourse is particularly

w39
unsuited."

She further discusses the incapacity of verbal statements to form and

convey feeling in the way that art does. '"Verbal language is clumsy

and all but useless for rendering the forms of awareness that are not

essentially the recognition of facts."40

Langer says that the work of art is a non-discursive symbol which affords
non-discursive knowledge. Even though art may be said to communicate
non-discursive knowledge it should not be conceived of as an adjunct,

a supplement to discursive language which rounds out meanings when

words fail.

Langer, then, regards language as unnecessary in the aesthetic experience,
and believes that it is deleterious to employ language as a tool to

mediate between the spectator and the work.

Dewey also maintains that the meaning of art is immediately perceived,
41 ;
without explanation or intellectual processes. Perception, not

dependant on words, de-—emphasizes language and verbal response.

Philip Phenix rules out descriptive analysis. He says that aesthetic

meanings are gained by acquaintance with the object, and not by

. . 0 " . -
description, as is the case with empirical meanings. Empirical

knowledge is mediated by general concepts. Aesthetic understanding

nh2
is gained by direct perceptlon.
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' ; 2
Vncent Lanier, on the other hand, has Suggested the main purpose of

gesdncLtcRapprectation in schools is to pProvide children with the
linguistic tools to talk about their responses and preferences

i Eisner has i : :
Eliot actually devised a series of written tests called 'Art

Information and Art Attitude Inventories", whereby art learning can

be evaluated. He attempts to measure visual accuracy by verbal responses.
Art terms and art critics' vocabulary are only unnecessary exercises
in memory - an exXternal handling of symbols. This is exactly what
45

Herbert Read thought that schools have actively encouraged: they
have attempted to hand over the discursive forms of knowledge without

: : il - 46
the necessary prior engagement in the activities of art education.
Somebody who weilds a critical vocabulary should be able to understand
what he enjoys and enjoy it even more, yet it is also possible that
the possession of verbal tools may lead one to ignore properties of

the art object on which they can not be exercised.

In the aesthetic study the object of art is the focus of attention.

It, in itself, is the medium through which aesthetic experience occurs

- not the words or terms used to described it. Levels of inquiry are

based on the work itself and in order to direct attention to that work

language must be kept to a minimum. It may be a tool, but a tool which

is used discreetly to a very specific purpose. Because gesulcELe

education, based on the visual arts, relies more on seeing than hearing,

motivations should include more looking and showing than talking and

listening.

29.




Knowing about art does not necessarily ensure appreciation. Knowledge

andfdesthetic ‘experience are not Synonymous. Stanley Madeja writes

of the distinction between 'knowing aboyt' 49

and appreciation.

Knowing about art forms is only one part of aesthetic appreciation and

should be viewed as a means rather than an end. Knowledge about the

art object should be regarded as a reinforcing factor in the total
process of appreciation and information should be introduced "... only

when it is useful and appropriate.”50

Smith refers to this distinction also. He calls it 'knowledge of'and

'knowledge about'art and, like Madeja, says they are not sSynonymous.

"... one may have substantial information about a work of art -

information about it s medium, origin and artist - without ever having
really experienced its expressive presence. Ideally, knowledge about

a work should help one to experience it aesthetically, but it does not

|Tl
follow automatically. 2

L.A. Reid S says the immediate aesthetic experience we may have with

an art object is not valid. '"We may seem to know the aesthetic meaning

of the work immediately ... but feeling we know is no guarantee of

genuine knowledge. Learning to know meaning in art takes time and

education."

Reid refers to knowing about art as a knowledge of materials, structure,
technique, schools, idioms, fashions, social background and history

! he intelligent understanding
of art, which are all 'most necessary for t

of the arts.
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n 3 no l F . .
EREL skinowl. edgends assimilated", he says, "it can transform seeing,

hearing and aesthetic understanding,“53

Yet, Reid claims that the meaning of a work of art is embodied in it

and if aesthetically apprehended it contains its own meaning. So we
conclude that 'aesthetic appreciation' can not take place without over-
bearing and oppresive burden of the knowledge to which he refers. It

is interesting to note, in-'the light of these statements, that Reid

disagrees with formal analysis:

"If someone is too rigid in their rules by laying emphasis on
abstracted formal rules about balance, harmony and contrast without
any consideration of their embodied expressiveness as a whole,
then that person has missed out on the central principle of meaning
- aesthetically embodied."

Phenix refers, also, to the embodied meaning in a work of art, but he
maintains that this meaning may be perceived aethetically in a very
immediate way. "Each work of art contains its own meaning and speaks
for itself ... other forms of knowledge are mediated by general symbolic

forms ... aesthetic understanding is immediate - referring directly

to the objects perceived."

Phenix further states that information and knowledge about the work
of art - its origins and effects, the processes used in making it and

i i hetic understanding.
the artist's intention - does not yield aest

Iconographic Analysis:

. in an art work is
There is a prevalent idea that subject matter in
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unimportant. Influential Critics Maintain that if a person ask hat
S wha

ARPaLUEENENOLE Scullipture Tepresents, he demonstrates that he has no under-

standing of art. However, one of the teasons that painting and sculpture

Lee s nhercatly) valued throughout history was because of the subject

matter they presented. Historians stress the subjects in terms of their
moral and religious content as well as their didactic function. There
was a reaction against Stressing the importance of the subject of an

art work in the eighteen nineties and early nineteen hundreds. Bell

and Fry were against 'literary painting'; the emphasis was on "form'

as against subject matter. The whole movement of abstract art, from

Kandinsky onwards, emphasized 'form' as opposed to subject matter.

Yet, in most cases,it is the subject matter which engages ‘our attention and
particularly so in the case of children. That is to say that the subject
of an aesthetic experience is an integral part of that experience.

The danger is, as described in the preceding chapter, that one would
attempt to present a work of art in terms of describing the subject

matter verbally. Attending to the subject is not sufficient in itself

to characterise a work of art.

Basically, an aesthetic study on subject matter can not constitute

achieving aesthetic awareness. Over-emphasis on the subject misses

the whole point of a work of art. Yet it has an essential part to play

55 -
in the perception of form. Harold Osborne™  makes this very clear.
: ; : e
He points out that if we look at a picture which depicts an objec

: i hose of
the depicted object will manifest different properties than thos

the physical object.
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The danger is, as described in the preceding chapter, that one would
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matter verbally. Attending to the subject is not sufficient in itself
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Basically, an aesthetic study on subject matter can not constitute

achieving aesthetic awareness. Over-emphasis on the subject misses

the whole point of a work of art. Yet it has an essential part to play

55 ;
in the perception of form. Harold Osborne = makes this very clear.

: . - R,
He points out that if we look at a picture which depicts an objec

: i of
the depicted object will manifest different properties than those

the physical object.
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relative independence. A person
an abstract has not seen it as a

picture; but one who sees gz Tepresentational picture only as an

abstract has missed out on its

artist from his point of view - his perception. It is not a reflection
or a reproduction. It is a new creation, a fresh concretion embodied

in the phenomenal aesthetic object. The 'subject matter' has been

transformed and now has become the 'content'.

To prevent confusion between the subject matter and the complete aspect
of a painting i.e. taking the part of the whole, Joshua Taylor57 has
coined the phrase 'expressive content'. This, he describes, as "the
unique fusion of subject matter and specific visual form which
characterizes the work of art." "Subject matters" are the objects and
incidents represented; '"expressive content' refers to the combined effect
of subject matter and visual form. To clarify this complicated
relationship, Taylor compares two paintings of precisely the same subject
matter, which yet provide very different experiences: two paintings

5 1 i
which have the same 'subject matter' but very different 'expressive

5
contents', 2
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CONCLUSION TO THIS SECTION:

Although in the study of works of art there is 3 danger of becomj
oming

Sl e aith dEsTplace 1n history, the analysis of itg formal
a
aspect, its iconographic and Stylistic content that a fresh direct
b
experience of the work and/or aesthetic experience may be weakened
5

SRl EOSSSS510m of siich knowledge may reveal subleties and

content to which our direct view ay not have been made accessible

Aesthetic experience can only be had in and through the art work itself.
It exists only as embodied and can not be translated or paraphrased.
Embodied meaning emphasizes the inseparability of form and content.
Form which embodies meaning is more than merely instrumental to the
grasp of aesthetic meaning. Attentive perception of the form is an

essential part of the appreciation of meaning.

Meaning is not an attribute of the work of art in the way its® colours,
shapes, texture, etc. are. It emerges from the totality of its

Properties and is such that any major change in the elements of the

1 ] 5
work would change its 'expressive content'. Since each work of art

is individual and signifies whatever it means through a unique

: ; i i rule-
Constellation of its qualities, it is most unlike a character in a

governed symbolic system such as discursive language.

ived work of
Anything that directs our attention away from the perceiv

i hi tic experience
Tt itself is irrelevant and inhibitory to the aesthe

i e integral

of the work. If the viewers were directed away from th
ey would miss the

dsthetic qualities of the work through language they
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ideas and feelings which visual forpg convey

ISR usiios acstherdc sebenlenceriiehe knowledge angd understanding of
o

aesthetic menaing is nourished ang eénriched fron many sources thr h
oug

the form of analysis, but in the end all must pe gathered into the

intuition of a gestalt of transformed embodied meaning. While formal

it is not the end of a study but rather a means to an end. Formal
education is used to modify and direct pPerception. Aesthetic experience
takes place essentially under the guidance of the art work and we can
follow this guidance if our faculties are prepared. Aesthetic
appreciation is acquired by the student himself given motivation,

stimulation and sufficient space for the normal development of the

natural capacity to perceive.
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ising works under t i 3
Categor g the heading of 'Subject Matter' when setting

up an aesthetic study in g gallery May be an inte i i
with primary school children. e L B s

for younger children. they would
like 'Portraits', 'Landscapes', 'Still Life',
paintings)'
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SECTION IIL ¢ AESTHETIC EDUCATION 1y 4 GALLERY CONTEXT

IN-SERVICE COURSE FOR PRIMARY SCHOOL TEACHERS

4TH - 8TH JULY, 1988
SEmedys -t 1000

INTRODUCTION:

It is possible to discern a general trend over the last twenty-five years
in art education. Thinking in the field has evolved from ga conception

of learning, associated mainly with the Creative activities of children
which do not teach anything formally or substantially about art, to

one that, for the most part, does. The ideas and theories of aesthetic
education, more over, played important roles in affecting the
redefinition of the objectives and focus and approaches to aesthetic

education.

The literature surveyed in the first two sections of this thesis, is
impressive for its substance and commitment to the value and importance

of aesthetic education. The research in speculative aesthetics,

Philosophical and educational theory and pedagogical rationales have
. 3 . s
been drawn on in preparing the following Section,which comprises paper

in- ice course in
t0 be read and a video to be shown as part of an in-serv

in July,1988.
festhetic Education to be given to primary school teachers in Y

. q jects which
hacticing teachers deal daily with a wide variety of subjec

economical and
COnstitute a considerable workload. They endure the

: suffer the lack
Physica] constraints of the educational system; they

: urce material
of any specialist training and the paucity of any TE€SO
i : hild.
Yirecteq Specifically to the Primary School ¢
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Bearing these factors in mind, approaches to aesthetic education p
n dave

been selected which are most readily acceptable to teachers and can be of
the maximum benefit to their pupils. I have endeavoured to assist
teachers beyond their own pParadigms which have been set by their
training, culture and practices. Activities and suggestions, which can
be readily implemented, have been presented, which will promote a degree

of confidence and competence in aesthetic education.

Theory has been translated into practice; references have been kept to

a minimum, and the issues debated are presented in a lucid and simple
forn. There has not been any specific allusion to a particular age group
in the following papers, and children of varying ages (8-11) have been
Included in the video so that the theories and practices presented have

been general and can be utilized by teachers of any group from First

Class to Sixth Class.

il
It ig beyong the scope of this thesis to deal (however perfunctorily)

; g : : Primary
"th a curriculum structure for aesthetic education in the

7 . Aesthetic
Schools nor indeed with a syllabus for any single class

t with in the
EdUCation and the aesthetic experience have been deal

g ich many
is is something whic
Context of a visit to an art gallery. This

: bus.
teachers undertake as part of their ordinary sylla
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AESTHETIC EDUCATION IN A GALLERY CONTEXT:

A series of papers to be presented as a base for general discussion

during an In-Service Course for Primary Teachers to be held in The

National College of Art and Design - 4th - 9th July, 1988.3
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THETROUBLE WITH ART GALLERIES 71§

i bably the gr
John Dewey is Pro greatest educational i
Philosopher that Amerij

erica
his book 'Art - Z

1as produced and as Experience' is
Perhaps the most

significant treatises to aesthetics to come out of th i
e American twentieth

century. Yet, in the first few pages of the book Dewey begins with
2 8

a sharp, direct and sustained attack on the institution of the Gall
ery.

Dewey wanted to restore continuity between works of art and everyday
experience with which they are originally associated. He deplores the
acts of collection and segregation by which art works were taken from
their original place in the ongoing life of society. He is alarmed

at the remoteness which is forced on them by being taken from their
original habitat and placed in a special repository. He rejects the
rationale by which they are separated from their original role as agents

of general cultivation and civic enhancement.

Yet, the Art Gallery with all its insularity and isolation, may be the
mOSt suitable environment in which a true aesthetic experience 1s

. A . " . de
Possible, if the definition of aesthetic experience 1s the "attitu

: i f the
Of(ﬁsinterested and sympathetic attention to and contemplation o

5 the Art Gallery
Wrk of art for its own sake alone."  The concept of

: of art invites
45 an exclusive assemblage of nothing but great works

; . work of art for
Pure aesthetic contemplation - a consideration of the

: : representation
dFeRounl o dlte ) ‘Thils ‘definition neglects subject matter, EER

i formal values.
and cognitive content in favour of exc;u51vely
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leries can make teachers f
Art gal eel very inage
quate. On a Cert :
ain

have ascertained that
level we no faCtual knowl =
edge is necess
ary to
aesthetically appreciate works of gypt © Yet the label
S accompanying

these Works usually assume 3 &reat deal of knowledge on th
€ part of

i oW The meaning of g iali
the viewer. Pecialised terms, as y
ell as the gene
ral

packground in history which enables the viewer to Place an obj i
Ject in
the enormous historical and visual content from which it emerged ar
are

presumed to be known. Such knowledge, however, isg usually the pProvince

of those few who have studied art history extensively. We do not want

to say anything wrong, fearful that we will] betray our ignorance.

But what if there were no labels? Would we feel more comfortable?
Recently, in the National Gallery in London, an exhibition took place
in which all the labels were attached to a barrier rail in such a way
that the viewer was not immediately aware of them. Sir Michael Levey,
Director of the Gallery, who mounted the exhibition, wrote in the

7
accompanying booklet:

“The purpose of the exhibition is to urge the ERASECIHCE Of g
at paintings without being too preoccupied by.t?e palnterts ;gazgz
dS recorded by its label. To encourage the-v%S}torS eyg 2 made
work undistracted, all labelling in the exhibition has bee

ds to
subsidiary. You are asked first to look and only after:izd 3

read. The pleasures of looking seem per@anently uggerrYet S
compared with those of reading or listening = mzi:tiOH. Perhaps
1s an art that only asks of us eyesight and 1magired is too slight
there lies the trouble. That the apparatus ri:ufeelings which

and the activity too close to the ehutaiohy id—be intellectuals
Probably unite a good many acagemicifaZEYWZEareness of Shakespeaiz
to practical men of affairs. ac while not even mi
or Beethoven would be shocking to both group2% Titian."

i gnorance
Surprise would be caused by total 181

Much of the information which

pI'OfGSSionals working in an art gallery.
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isSUPpliEd to the public is deriveq from art history d
» and art history

. jor point of reference j
is the majo 1N the organizatj
ion and plannin
g of

. 1
tral activiti =
art galleries’ cen 1es - the acquisitj
lon, preservation
and
exhibition of permanent collectors and the showing of te
mporary

exhibitions. Certainly, it is the major function of galleries t
s to

lla e,

aesthetic awareness and education of their public. The thesis that

aesthetic education is not among the defining functions of a gallery
holds water only if some other institution is performing that function,

which, in this country, is not the case.

Admittedly, the curatorial function of our galleries is still of
paramount importance, but equally important is their educational function.
There seems little point acquiring and exhibiting great masterpieces

if only the informed few can appreciate oOr understand them. Elitism

in art galleries is a thing of the past. It is the responsibility of

the gallery to make their collection accessible; to help and encourage

their public to develop the skill of aesthetic vision; to see

s of expressive

holistically and to intensify their perceptivenes

qualities in their works of art.
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JESTHETIC IN-SIGHT FOR ALL:

9 nin |he arts
Oda an edUCath
'lSUa arts
assumes

3 rtance as we realize that mass c¢ i
a new P ommunicati
1 ion has deve
mpo t loped

a language increasingly characterised, if not dominated, by inm
J ages.

Verbal language, the dominant communication form for centuries, is being
3

forcefully reintroduced to its roots in pictorial and symbolic visual
form. Photojournalism became standard for mass communication and
television overlays our direct experience of events and places. Our
thinking is increasingly being moulded by the direct perception of images.
Not to be able to apprehend the expressive and cognitive power of images

is to be placed at a great disadvantage.

Aesthetic education in the visual arts - the domain of imagery - is

a fundamental need for all children, not just those with a discerning

talent for drawing or painting. Every pupil can develop a capacity

to experience aesthically and respond with feeling.

T SRy el
Children must be introduced to the cognitive significance of vi

ive value
Works of art. This is not to deny the sensory and the emotiv

an encounter
of artistic images. It only means that as a result of

e know Somethlng we dldn t know before- rhe RHOWledge

Communication takes place

Eb.ve get from art is communicated by it.
i hich line, shapes,

through a well understood process; @ Process in w

t together in the same way as

CM@UrS’ and volume ac

textures, spaces
ation marks cooperate to

nctu
Doupg, verbs, adjectives, adverbs and pu

Co ; . : ;
ey meaning in written sentences
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The problem of aesthetic education ip general is to
€stablish the id
ea

that visual images do speak to us. Most people e
@ good intuitive

ynderstanding of the language of visual images just g
S MOSt people under-

stand spoken language without heavy formal i
nstruction 4in
grammar. On

the other hand, just as familiarity with parts
of speech and s
yntax

nelps to analyse written sentences, so familiarity and underst d
standing

of the elements of art facilitates the analysis of visual statements

That is not to say that analysis should be undertaken as an intellectual
exercise for some vague esoteric purpose; rather, analysis of works

of art faciliates their understanding and draws us closer to their embodied
meaning. The essential meaning or 'expressive context' of an art work

is contained in the totality of its properties and constitutes the

aesthetic experience.

Attending to and observing an aesthetic object is the exercise of a

particular skill in the sphere of percipiance. It is a mode of

perception which is differentiated byt he fact that it is practiced

for its own sake; not for the practical purposes of everyday life, nor

yet for theoretical categorisation, OT for scientific and analytical

i i ivi he
discrimination. It runs counter to our normal way of perceiving t

. e world
world around us, as, in ordinary circumstances we look at th

i ; r the sake
in order to know - in contemplation of fine art we look fo

perience when a work of art can

of looking. We speak of aesthetic eX

ience and extend our perceptual

hold our attention in this mode of percip

: itv. When we direct
POVers to ever greater temsion, fulness and svivaceEy
ole of the work it
OUTr attention to the formal unity OT the complex wh
AT tion
tivity of percep
induces ap intensification and enrichment of the ac

ation. To some degree, the

ltself ang this is called aesthetic apprec
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thetics 1s applicabl
study of aes SRR AN age
8roups ang all le
vels of

. e 3 =

readiness because aesthetics, despite its Sen e
€Soteric chara

Cter

formalized phil i
when part of B osophical systems j
S essentially the s
tudy

of how people relate to a particular Phenomenon sl
*€. Art. Knowledge

about an art work can help direct ang deepen this mode of seei
eing, but

it can never take its place. Theories of Style and art historj 1
ica

information may only burden one down with intellectual baggage and

inhibit the natural process of seeing and responding. If pProperly used

information about a work may enrich contemplation but there is a danger
lest it encourage the very general tendancy to substitute the

acquisition of information for aesthetic appreciation.

It is easier to absorb a body of elementary facts about the works
displayed in a gallery than to master the ability of intense and
prolonged perception necessary for seeing them complete and unabridged

as the unified wholes they should be. Hence there is a temptation to

substitute catalogue learning for seeing. Very often they are filled

with extraneous information which distracts from, instead of helping

lar
pPerception. Catalogues are still very much the preserve of the scho

i leaflets
and tend to be treated as outlets for research. Information

They are unlikely to be

S
to again.

do not have the permanence of a catalogue.

; d
kept for any length of time and will seldom be reffere

i of a catalogue.
Their effect is more ephemeral and transient than that
. . d
i ordinary uninforme
Should not the more important publication pe for the

tion
- the cheaper produc
Visitor who represents the majority of visitors and

! {1lize such
ained to utl
for the academic audience who, after all are tr

€lphemera ?
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A GALLERY VISIT ... WHO RUNS TH: SHow?

Many teachers believe that the best way tq be shown aroungd
und an art

Most guides, who are responsible for the direction of the art 11
It gallery

aesthetic education policy, have been trained as historians. Th
. ey may

have absorbed the doctrines of influential theorists in their field.
Berenson's emphasis on "tactile values"; Fry's "significant form";
Wolfflin's distinction between painterly and linear styles; Panofsky's
writing on "iconographic meanings'"; Gombrich's investigation on "the

a proiori of the spectator's anticipations'"; but they are not educators.

Teachers are well versed both in the psychology of learning and in child
psychology. By virtue of this and their experience in coming to know

and understand children they are sensitive to their needs. They do

not isolate the child/aesthetic student from the child/person. They

know their capacity to feel and respond. This is their most important

qualification for organizing and conducting a gallery visit. Many

i cation
teachers have no specific art training from the Colleges of Edu

i bject;
and so they must rely on their own school background in the subj

and understand; and so can lead

but they do know how children perceive
o know the interests of children

them to an understanding of art. They 4o

heir attention span
and so can direct and motivate them; they do know T
i e
i on a visual sourc
ad so can encourage them to concentrate directly
ue of a child's individuality

val
e an appropriate time; they do know the
city to experience the

is capa
48 a unique human being and can expand h |
aesthetic contemplation

hrough
World about him with a spirit of womder e
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such an experience.
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A PRAGTICAL GUIDE TO A GALLERY VISIT

IMPORTANT DO'S AND DON'TS:

The learning experience provided by a visit tg the gallery ;5
1s quite

dlEslseREOR Ehat provided in school. The physical e€ncounter with th
Wl the

gallery building and the experience of Space is valuable in itself.
Initially children will be overawed by their surroundings. Later they
will want to explore the vast spaces by running through the rooms,
sliding on the floors etc. This should not be encouraged.9 The
excitment that a gallery trip arouses can work for the children in that
it will raise significant questions and quicken dormant ideas. It may
work against them too. Herding large groups of excited children around

the hallowed space of a gallery can be an unnerving and difficult

experience.

DON'T feel obliged to look at a lot of work. If you look at everything

you will see nothing.

i mind
D0 use your eyes, look and look again before you CIEEEES Rt

with the label.

the painting
If you have any background knowledge of
long
i con. It encourages life
g Provide an authoritative interpretation

= ts, and militates
dependance on the experts or the pseudo-eXperts:

i he
rsonal interpretation based on t

against the emergence of a P¢

Pupil's own perception.
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' r knowledge to b
mm T use you atter Pupils 1
1nto submissig
n.

poN'T tell them what they are looking at,

DO

D0

DO

D0

DO

DO

ask them what they see.

develop a strategy of questioning to force observation
S.

lead them from what they see to analysis of form.

remember that learning to reason and argue from visual evidence

yields a variety of educational dividends.

respect the natural preferences of children when selecting works

for study. We recognize and take into account where they are

at" - not where we want them to be.

remember the point of discussion 1is embedded in the specific

character of the painting.

forably.
avoid work that is too small for the whole class to see€ com y

Reco njzjlg that
E front row‘" seat. g
ach Ch.ild iS entitled to a i

i i isual concentration,
seeing is a positive act, involving intense visu
a suitable viewing space.

the children must be able to WOIK from

any different responses

re are It
point out to the children that the

imulus.
to what is apparently the same st
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17 tell them that you are i
pON'T SBUE Y F0E em

DO

DO

DO

DO

- "write about jit"
hey go back to school.
A v ol They may Substitute remember;

ing and

listening for looking and tre
at the peI-ce .
btion of art 4
S an

occasion for verbalisation

look on every encounter with a vj ;
Visual image as g
4n occasion for

fresh inquiry.

challenge their statements. Force them to defend their arguments

using the visual source.

listen to what they say ... it is possible for children to make
original observations and valid inferences during the process

of a critical enquiry.

abandon the notion of the full vessel pouring its contents into

the empty ...

) . ller
remember that aesthetic pleasure, which is the goal of a ga y

: ; i i direction
visit, takes place when the child is pointed in the right
: ould have
to look at the ark works and sees more in them than w
met a hasty glance.
pupils,

d drink for your
recognize that jU.St as YOU can not east an

you can not learn for them.
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ARRIVING AT AESTHETIC EXPERTENCE:

By affording a group of children an opportuni
N1ty to encounter
and attend
to original paintings in the Municipal Galle
Y, providing them wi
with

experiences which impart information ang ideas which enh h
ance their

ability to understand and appreciate visual art; it was hoped t
o}

demonstrate to teachers through the visual record of this event . th
- the

manner in which children's preceptions of works of art and the role

they play can be modified and expanded; the means by which their ability
to see a wider range of qualities and meanings embodied in visual art
can be increased;and the methods by which their understanding of the

significance of paintings may be deepened.

Children bring to the aesthetic experience their personal knowledge
and cultural background which affect their attitudes and perception

of art forms. Their overall ability to perceive, both psychological

and physiological; their levels of development (i.e. their age and

intings all
maturity); their receptiveness and Openness towards the painting

increases the
affect their ability to appreciate art. The teacher 1n

: i i that can
students' perception of the work by techniques of questioning

i . These questions

expand the children's knowledge about the work itself

acher to develop

are both resources and strategies used by the te

i ter
uality and charac
interaction between the student and the work. As d
i hat
i erceptions about W
of the children's perceptions are altered, thelT P
pond .

i i ition to res
i eir disposl
1s important to look for are changed, as 18 th
d
. ve visual form and canb respon
1

TheY become sensitised to express

desthetically to a diversity of EOELS:
56.




i1d is seen as both the spect
The chl Ator and communs
Unicator,

This proc
: . ess
of aesthetic gdicationthas ttaken tthe form of ap investi

lgation of the

jdeas and geelingsicontained in fthe Symbolic forms of ex
Pression in the

e Symbolised form has bhe
paintings- ym €n made the object of
4 very basic

analysis and, through reflection, the children have been il s
0 arrive

at its meaning and so to create their own aesthetic experience. Th
. £

process can not be thought of as a preparation or an education for

aesthetic experience - it is an aesthetic experience. Nonetheless the

value of this experience enlarges the children's awareness. Because

of the cognitive nature of the art work, the aesthetic experience affects

all subsequent human experience: something is experienced in aesthetic
beholding which is unattainable in normal goal-directed transactions

with the environment. It augments their consciousness of the phenomenal

world by leading them to see and hear the order in it, by restoring sight,

touch, gesture and vision where these have been inhibited or stunted,
and it increases their ability to respond to it both sensuocusly and

aesthetically.
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\PPROACHES AND ACTIVITIES IN AESTHETIC Enycarron

45 ILLUSTRATED IN 'ART WORKS FOR CHILDREN':

Two approaches to Aesthetic Education have been utiliseq
1sed in this video:
0:

1. A perceptual approach to the video which e
ngages the child in g
uggested

sequences or orders of experience Ae :
. sthetic perce . -
Ption isolates

or reveals qualities held to be of special importance to the under-

standing of art. This process embraces a multisenosry approach which
invites the child to identify emphatically with the art work, so that
the children's total sensory apparatus can be brought to bear on the

aesthetic experience.

2. A phenomenological approach which is Aesthetic Experience based on

Description, Analysis, Interpretation.

Although these are two different approaches (i.e. the first perceiving

the work as a variety of sensory reactions, and the second based on a

simplified analysis), both systems have been considered to be valuable

i reciation.
and necessary components of a total process of of aesthetic app

S 5 :

Ensor Y approaches are va lnable in that they anOlVe the ChlldIeIl

iﬂlﬂle h level of
diately and hold their attel’]tion for another and deeper

ing the full expressive

is
€ngagement . Analysis can be a means of character

C
ontent of the art work.

s and can be used as a

't Provides objective and impartial categorie ;
. _:.2] categories O
*rategy to direct observation- of the four principa
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jnalaysis (Formal, Descriptive, Iconographic SR =
€rna Only two
have

bealconSldered SRR cableNtoRtcfvildeo Presentation
» to wit Formal

AnalySiS and Iconographic Analysis.

only of the art elements - i.e. colour and space-and
only when the
¥ have
peen dominant oOr distinctive, or when they have contributed expressivel
ively

to the whole work.

Iconographic Analysis has been used extensively. As may be seen in 'Art
Works for Children', young children inevitably begin aesthetic experience
through involvement with the subject. It is an essential part of any
aesthetic study with children. However, the children have been quick

to notice that the subject matter of a painting manifests different

properties than that of the physical object; that it is an expression

of the artist's perception - his "world as I see it". The artist does

not reflect or reproduce the subject, he transforms it through his own

isi : i essive
vision. Through this process the 'subject' becomes the ''expr

'‘content'"” of the work.

5 i i began with a
e i erudy of all of therpaintings i Ehe video beg

ssion of and e et no j d
il subject was centere
: i ngagement with the subject, ¥ J

: etic experience.
solely or exclusively on it as @ basis for aesth

i what
i i g important for
It should be noted that this video presentatlon is a

is has not
i rnal analysis

has been omitted as for what it contains- Exte

i (0]

to art history, to the artist, C

e to

been c
em - i referen
ployed; there is no 5

the title (wit

wo}'_‘k nor tO
the social or cultural contexts of the
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exception - and in that case the children arrived at tp
€ title through
the embodied meaning in the art work)

The focus of the experience has beep in

1] -
knowing' rather thap 'knowing

about' the object.

Neither is there any mention of the movement or school associated with
s

the work, the biography of the artist, or any other factual data

Descriptive analysis has been used only to demonstrate inadequacy. Through
one of the activities the children have seen that a verbal description

can not convey the meaning of a painting; that painting is non-discursive.
Language has, however, been used as a tool to interrogate the art work.

It would have been difficult, if not impossible, to structure this video
without any verbal input to fulfill the purpose for which it was made.

However, the language has been employed to direct attention and elicit

responses to the work itself.

Technical terms have not been referred to, general descriptive terms

. S i ', 'style'’
have been used when relevant (i.e. 'landscape', 'subject’, y ’

i en discussed nor has
'contrast' and 'gesture'). Techniques have not be

i i ork. Each
there been any reference to the medium employed in each W

and nothing was used which directed

Painting has been the central focus,

In every study, the issues

the children away from the perceived work.

Were embedded in the image.

sed by questioning which

increa
The children's perception of the work was

f the art work. Their

5 ' wledge ©
Yas structured to expand the children's Kkno
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es .'gate
(o

disposition to respond.

NOTES ON LINES OF ENQUIRY AND EXERCISES USED IN VIDEO

Introduction: A period of reflection,

First Painting: 'Madeleine Green et son fils'. Anthony Green.

Exercise to show that descriptive analysis has little valye in Aesthetic
Experience. Directed observation. Expressive use of colour, shape.
Formal relations if elements. Expressive qualify of work. Place of
subject in pictoral space. Multi-sensory exercise to help identify with

subject's expressive content.

Second Painting: 'After the Fire'. Patrick Harris.

Listening to a painting's Aesthetic Character. Observation. Initial

: 7 i ent.
tngagement with subject extending to subject as expressive cont

L= ach. Line
COlmn'making strong expressive statement. Multi-sensory appro

ic observation.
a5 gestural mark. Arriving at title of work from aesthetic

Contrast, Significance of light and dark.

i ject (1)
Children's reaction to painting of nude subj

; ! Monet .
Fourtp Painting: 'Lavacourt? Winter -

Cognitive

. 1 rception
i rtist s P€
Realisn as objective visual record OT A
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character of work, aesthetic study cap Nt S

style. Colour effected by Tteni

Fifth Picture: 'The Pool'. Courbet,

Engagement with subject, Expressive Properties apg affects of work

Meaning expressed. Transfer of Leaning from the art work to a1]
subsequent perception, Multi-sensory exercise 'walking into the
paintingl- Individual perception and directed observation of colour

Significance of the work - how the idea or feeling is conveyed and

signified.

Conclusion: A period of reflection.




CONCLUSION TO THIS SECTION:

st. Thomas Acquinas once said "Only God cap teach". Thj
2 1S, in a sense
is true of aesthetic education - the teacher ¢
an do little if hi :
18 pupils

find it difficult to look or cannot see, ‘But the teacher c d
an direct

. ] - .
the child 's attention to the things to look for and perhaps how to 'see'
ee

them.

To be initiated into this in early childhood can transform the experience
of a whole lifetime. To miss out on it, or to be deprived of it, is
not only a personal improverishment, but, where the impoverishment is

widespread, a cultural and social disaster.
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TES:
FOUINOTES

lTheSe observations have beep made frop
as a teacher. the writer's Personal experj
erlence

3rhis course has been deviseq by the writer

4Dewey, John. Art as Experience.

5ob.cit. Art as Experience, p.52.

6
In papers presented at the In-Service Course, the writer has identified
herself with the teachers to whom the paper is to be read

Uan :
Sir Michael Levey. The Neglected National Gallery : Booklet accompanying
exhibition of that nane. National Gallery London, April, 1983.

8Ibid, P-2.

9
Pamphlets and leaflets either picked up or bought for pennies in a
gallery have the same life-span and ultimate destination as brochures

given out at the Spring Show.
10 . ) ; £
This paper is to be read to teachers of children of varying ages, consequently,
it does not make any specific reference to any particular age group,

but rather to children in general.
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