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. \\\
B ?the actual art 1tsclf prowdcd a nch base from whxch to examme thcxr creative moments
| From the ethnographxc data gatherc;d it became apparem that the students were

S cssennally d1v1dcd in rcgards t’v' xmnsw and i mmnsw mouvauon Although gencrally

: studems mtrmsxcally motivated duﬁpg thc art process were thc ccntral role of the srudy,
“the extrmswally monvated students prqwded an interesting contrast r

From this basxc d1v1swn of cxu]nsxc and mtnnsm monvanon four themcs were

'exammcd vaed Expchenccs- how thcy rcllved moments of thcmsclvcs in the

: iy
G W

i .' v%ver&;g the art. made.in tcrms of other R dlrecnvcs is examined by inter- f.

- penod of approxlmately six montha Tapcd convcrsatlon and observanons as well as_

A d



. productlon of their art, Drawrng Structure and Dlscovenes then' awarenESS and use of -
ﬁ

. elements and prmvjples of art, Socral Results—lwh/at relatronshlp therr art had to them

after it was produced Qulenng of the World- an exarmnatxon -of their body rhythms and
£ . N
the metaphors expressed ip their work. - = o . .

The overall contrast- of meaning the students-had towards, art produced for @

‘ themselves as opposed\to art made under more extnnsmally controlled fondmons

’

f.’formed the basis of a bnef comparlson W1th abongmal art. This parallel focused

\ prlmarlly on the art of the' Arherican Southwest and the disjuncture that occurred_.

-,'b'ei'wéen the art Natives created for the larger public, an ethnie art, and the art th.ey ’
N rcta.med as part of themselves ‘ ‘ i W

| The explorauon of the meaning of student s art 1; fusther exarmned through the °
kS ’;lens of fermmst theory. The curriculum is shown to be masculme thereby involving a '
. :repressron of affect. The mtrmsrcally mouvated students are shown to have yet retamed
oo .an altemauve way of viewin g art that is in keeping w1th the abonglnal aesthetrc They

- 3 'retmn themselves in therr art in opposmon {0 an objecnve. -curriculum tradition.
| N The sense of wholeness, the harmony of masculine and femmme thought that
urtderlies creatrvrty, present in nanve art as well as some chrldren S art is an integral

~ part of creativity. Such an understanding must €nvision a drfferent educauonal amtude :

forthefuture . . ' _v S,

A
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~ @ CHAPTERONE

TO Fn'itD' 'I'AI-lEAMEANING IN ART EDUCATION '~

. | * el
o T Introducnon Conung {6 an Understandmgb‘
-t,. s D o l‘f-' ,é' » h 'l.

-

Aestheuc educanon. today 1s at a c;rlttcal turning pomt Many tefﬁchers are .

) uncomfortable with teachtn g art and tend to ﬁnd themselves-sd‘amblm g f(or a qutok 1dea'
for the present day s or next day's art class. l"ssenttally, art becomes'a hodge -podge of “’;&g
1solated glmrmck 1deas There is no awareness of the students me'anmgs of thetr art |

and the way they appropnate or creategymbols The seventy of the problem cawn be
summanzed S

‘ Q L . . i ' o \ y
.« Contrary to popular opinion, art instruction is not made available in W .
¢ all of our elementary and secondary schools. Even when something ;?“
R _called 'art' or 'music' is offered, teachers who are well-intentioned - -
) / but poorly qualified may miseducate children.- Many well-prepared ... - N

R teachersef the arts are asked to work under such absurd conditions e
~ that-they ca teach effectively. What®hore teachers may be

trained in waY}y/that reinforce cultural stereotypes about art. For - L]
these and othér reasons, many students who graduate ffom high T
, school know little about the world of art. (Laura Chapman 1982 \\( C
N p 15 - : S ‘

Art teachers take for granted the concept of creanvuy and clatm to value A
- Throughout t‘te past few decades we have defined it in a vanety of ways tncludmg the .
ability to be flexible and to be ongmal When we look at@t the schools are presently o '.
'domg to promulgate elements and principles of de51gn we see how anttquated ‘our
practice of art educatu}‘n is and how misunderstood creatmty is. These prmcxples of ,
design stemn from the phtlosoAphy of art espoused by Arthur Wesley Dow in the 1920‘5 |
The theoretical values of makmg art educanon relevant are helo in htgh esteem but we

»

< have little if any research that exammes the concepts of art that children acquue at home :

4

s

. or how,the.cvhlld may se_lect and arrange ready—made mass produced forms." (Chapman



o p. 106) We don t know if there are any ‘connections that chlldren percelve between

- -therr work the art m maseums and gallenes the child's dream 1magery and the -

h mnumerable 1mages they see dml? We know httle of their reasons of why they adopt
modtfy, or reject specrﬁc 1mages in thetr everydWes COuld it be that much of our
art ediicatio becomes one of - teachtng only srmphsnc methods to achteve acceptable
_school products" o ' | 5 |

| For mdlgenous cultures, art ritual and syimbols :w'ere. lin'ked with myths and

 beliefs that gave. lee forces direction. Art was among the people umted wrth everyday b

. objects as useful beauuful and magical. They were 1iot ahenated from the self and the

world around them. Tradmonal cultures had a cycllcal perspective and incorporated. their -
myths into thetr way of being. They usually were moricceptableof the- ex'isten'ce of

~ altered states of conscrousness and perr‘erved them as a way of harmomzmg W1th the

*- world and its life forces ) . L -

X ) Symbols for example used traditional Navajo ceremonies were th0ught to be ' ‘
a dtrect link with the spiritual forces. ’I'hey were often formed in the sand for heahng

| & ‘ ceremomes The Navajos beheve "that sandparntmgs were grven by the supematurals

| | to the protagomst of each Chant origin myth who"n turn taught itto the Earth Peoplf:

| (Parezo 1983, p-10). Indrgenous artists '&Q be the smgers of cunng rituals and they

Urected construction of the paintings but

Sing in such ntuals Seculanzauon of Navajo art began as an €conomic response to therr

C ntemporary soc1ety Na\/ajo artists do not

phght With the seculanzanon of thetr art, came th€ demise-of the Navajo unity and thelr -
7
harmony with the Earth. Amsts today as well as other Navajo members are d1v1ded in’

R

- their belrefs on whether they should be sellmg thetr powerful ceremomal 1magery It is -
,,often found that for'such secular art the Navajo will leave out a key elcment or ﬁgure in
the portrayal of the myth or ceremony By leavmg out key ZIements in thetr art that they

! sell, they preserve a part of themselves and their. Culture - that part. which hnks them ‘,
N
* .with t’he Earth. Gowan (1975) would see’ this as the Navajo s efforts to retain.a lmg"'a'-



- v: o . : - - ~ . A‘ : . _\‘
with their 'ground of being'. It leaves them bound to their myths, religion and art, '

—

bound to rituals which give them a greater sense of being. They accept the existence of = p
other state?of consciousness and have a more cyclic view of life as a result of viewing:

e ‘\

r.n'orc'oftotal,rcality.__‘ g o S - a

' Cgpentéi (_i97gi :tla'iins thai the power of beli_ef makes the difference betwec;n'.

the original native art and con{efnpo;ary &naFive ;ouvcﬁi;s. This-pUtS an ¢veh greater

* focus on the process of art as opposéd to the product. "'Ehcrc's a difference between ihc:

carver whp would stop carving tomorrow if the 'marke't' f;iled, and the carver for whon;
art is_a.nece§s.ary part of being human." (p. 166).

\/\/ - We must-ask ourselves what has caused people in our sociely to reject the

s completeness of being, the potential of conscious with unconscious, of the knowing of
s .;thé T and fhc ‘other'? ( Schutz, 1962). Not all of our western society has addﬁted-
“such arejection of the whole being but the majority of people have bcgn socialized to it
to such an extent that only thﬁt‘ which can be xﬁ.eag)l‘lrc“d is their rcality. We teﬁd to be
buhed in a technolegical mind frame. Thé‘:’xcness of béing that is achieved in the lin‘k's'.'
" of myth art and ritual is lost in temporal reality . Oné\must look to the 6rigins of our A
owq soci_étzihcoriséiousﬁess then, to see when the rcj-ection of u’nify of being occurfcd. :
"Kigwood (1984) writes: | oo

~ u

All culwres have developed their practical arts to a high level of
sophistication, in one way or another. The distinctively
technological approach, which eliminates drama, ritual, all
expressive qualities and even %ﬁeat,dcal of human skill, is the
~ unique product of the western"European tradition. ... it was here
~ " alone that the practical arts based.on handictafts becaine technology,
the organizing principle of productioh and even of social life. By
the beginning of the seventeenth century, in the minds of a few far--
sightéd male int:llectuals, the first conceptions of a ‘technological
‘project’ had begun tp crystallize. (p.2). - o

’ ‘With the rise of the capitalist society and its bourgéois;va]ue system in the
“ nineteenth éentury, the sense of wholeness and unity with t‘hc world became

—

- S
- T .



dismembered for western culture. The sense of purpose for being.‘itself was slowly
eliminated ‘

One must ask where in our soc1ety do people retam a sense of themselves
L
~ against the world" At what point is self-identity reall;ﬁlost” Perhaps it is soc‘tally

ehmmated from our grasp or redirected to other forms" It would seem that the. child
.

may sul{ have a sense of being that more freely connects the unconscrous w1th the .

consmous Consrdenng Gowan's levels descrtbed in chapter two, it would seem only

nataral that a ch01ce place of seeing the unconscmus made conscious would be in their

'art It becomes a moment when the” world is" transcended and all of one's being is,
brought into play ‘One of the primary 1ngred1ents for the en_]oyment of art is the
distancmg that it creates The drawmg of lines is more than ‘just lines. The distancmg is
achigved between what is actually on the paper (eg. lmes) and the meamng of what is

- on the paper The transcending is never complete in that the effect of the matenal used is
always realized. The artist owns his/her symbols a\nd Way_soj representatlon. In similar .
fashion the claim can be 'made that children own their own way of representing their

bemg to that point. Children relate themselves in the world Art is the priv1leged

-

moment in life when the Chlld gains a hetghtened or expanded consc1o‘usness Hepburn

(l984)wntes L SR

A work of art IS not constructed for the tmlation of feelmgs~we
already have known, but for the enlargement of our emotional '
expenences (1984 p-91). ’ SRR

L]

Ansense of wonder an'ses from the art experience in relation tg the ‘whole,=world ‘

of experience ADistancing is thre‘atened When the drawing conventiot‘s are stereotyped

- formulae. Then mcthods and symbols no IOnger have the sense of beloﬁging to the .
artist, and with the loss of self in the art comes the loss of wonder The child becomes |

‘socialized into a way-of seeing things and has less of the Self in bemg. Art for the child

~



can be a way of undoing that which is being dene to thém. It is interesting to note that
Hoff (1982) writes:. |

E Y
. ]

A\

: 'I'hc.child'stbps his spontaneous drawing when he loses hxs joyin ...
Fairy Tales. (p.21). G ‘ :

- One could say that essentially the child is losing his sense of wonder--- the sengse of |
& ) : oo A . :

‘whatcouldbe. . -, - e o N

... the prescence of wonder marks a distinctive.and high-rz{nking
- mode of aesthetic, or aesthetic-religious, experience characterized by
~that duality of dread and -delight. So conceived, sublimity is. :
essentially concerned with transformation of the merely threatening v
and daupnting into what is aesthetically manageable, even
“contemplated with joy: and this achieved through the agency of
-wonder.  (‘Hepburn 1984 p.151).. :

o

: Art‘a's_ a wéy of ‘knbéying draws ‘,WOn‘dcrvand aw;&for'n‘ thé s'.tudebnt. An example
is my; .c':.xpéricnc_:.érof Qi)ctating 5 ‘school'_ art club. In so doiﬁg I Was aijle to withdraw
from the teaching stance and _s‘ee‘what 'childrcn' would draw or how they felt about their
art. Most of _thei; ;imé »was spcﬁ;’ ' g, eveh thotighfheybwcrvé relatively .

inexperienced with'paints. At the time, I thought that this was one of the reasons for

- their f;iscihatién w1th the medium. The students were totally cnthré.llcd with the cvolorsv )

‘themselves and'ft_he-feeling colors and strokes c:éated'in them. C. von Heydebrand-

g (_.1,97.0) describes the pOwcrful na;ﬁre' that color has for the child: .

- So color is one of the ways through which the child may be led to
understanding and activity in the world. Not only. taste angartistic
sense, but an awakening conception, a religious acquiescence, and
moral creative capacity for activity, is nourished into being. For that

" which is presented to us from the truest Art, even if we are not
ourselves artists, is never a luxury, but-a force and a help for our -
~deepest being in our relations: to the spiritual world around us.

+ (p.83). - - .

.

/  .One could see students exploring the possibilities of the ¢olor and being in awe

of the painting medium. They would play"\g.i_th the richness of the'color and feel its
changes in color contrasts. In ‘painti“thei‘r music, their feeling.or even personal

~ A ’ ‘ . S o .



objects or characters, tl:cy fourid a}oy in putting the pdnt.?lgwu and lctting_it. fiil them
vyith. wonder. . ; ' . e | |

Art gaye me some insight i o theglivesv of students. In looking back I realize-. -
that perhaps it was my experiences \’uh the students that were con51dcrcd "born losers”
by the educational system that madc me realize that somcthmg was rmssmg Over my .
six years of teachmg, there were m y students that were caught between two worlds
. and could not ﬁnd ‘harmony. Some :Jchse characters seemed to ﬁnd an outlet i in art.

I also looked to my own early experiences to understand why I thought I ‘
undcrstood these kinds of pcoplc Actually, I remember the greatcr portion of my early |
pcrsonal schooling as being a schlzophrcmc cxperlence. ; It had little or nothiftg to do e
_ with the way wc lived at homc. School and home were such radically different worlds '

that there was a sense of alienation. An' agricultural background p'rovided‘nvtcwith a
sense or harrnony with nature. - Some onlookers considered us to be a century behind;
coal was used for heating, water was carried in. Books were valued and onc-cculd
spend hours reading what one desired to rcagl Pcrhaps because of these
schlzophrenlcv cxocnenccs I sympathlzed w1d% these alxenated 1nd1v1duals Later in
‘my travels and cxpenences I was struck with the 51mp11c1ty and meaning of art forms
that 1nd1genous populations, also treatcd as an alienated group, had. Within my rcadmg'
and personal cxperienccs loften wondered whether th'erc wcre areas of similarity in the

meanings of student art and indigenous art and their meaning to its people,.

. 4 :
Because of my own lived cxp%r‘iénces I was questioning where modernism has

.. led us. A split $eems to exist between that which is curriculum and that which is

experience with the result that the educational sys_tcrh becomes blind to certain types of
pco;ﬁlc‘. How did this come to be? What are the implications of this dichotomy?- and
is it still possible tc find a sense of the self.in the work of the person- perhaps_ in their

., art? Was it their own art that told them of the value of the self?



I have a.lways had a personal sansfactton in art and have spent the last number
'of years trying (o develop my own skills. In the art classes that Ltaught I spent much .
time hstemng to students when they were domg thetr art and it seemed to better mform
me of who they were. ‘It provrded a good place to develop strong rapport As such it
seems naturaf that have used\ my personal bias of art expression to come to the thesis
qu_esuon, It presented a poSsibility as a means of understanding the relationship of
nature and c'ulture in 'order to highlight.similariries ar}'d differences between students:and |

older traditional cultures. : R -

: )

8 | Coming to the Question
o : |
Such personal biases led me to the possibility of my key question -Qver time as

I became faﬂullar wrth’}e circumstances of my particular school setting, it grew®

l»

apparent to me that what I was ulttmately questiomng was a deeper sense of culture and

nature. Do chtldren in their art and t/heir personal expenences have a relationshlp

. between culture and nature such as t,'he natives do? Can student growth repeat a—

histoncal development of art? Art was a rned1um of that questtoning, and within the
creative moments of the child and the personal telling of experiences and meanings, I
had to find the sense of their world e role of art, and what it gave back to themSelves-
if anything. Thro&h my studies I became fasgjtated with the possrbrht‘ thgt feminist

"theory could prov1de a lense through which to examine the subiecyobject separation in.

art-for-otfiers as compared to a more harmomous Ic: latlonship expressed in intrinsically’
completed art. Within the miod f feminist theory, it became necessary to bneﬂy trace
the hrstory of the SUb_]CCL/Ob]e division in western soeiety, leadtng toa predormnantly
'male-deﬁned order of hrerarchical domination thereby forrmng a further basis for my

companson of the students art to the art of mdtgenous cultures ‘In doing so, 1 have



-

o e : R R -
traced back a portion of the path of creativity as it has been variously ‘'defined and

categon'zed throughout history.

+ Within mainstream pubhc educatlon today there is a tendency towards efficient
L4

‘and scientific managemént to increase maxlmum output as espoused by the factory

model of Bobltt and Charters. Thls is further substantiated by Tyler s (1981) rauonale.

for lock -step objectwes and evaluatlon Today the byword has become effectrve

teaching" ,espoused by Madelatne Hunter_(l980). In times of economic recession
“school and society tend toward’ an- even greater empiricist objectification and
-compartmentalization of knowledge. ‘The model of ﬁef_fective teaching"” fits this

objectiﬁcation'of knowledge. The -'Tylerianfrationale rings clearly in the Hunt'er _

movement. Attempts are made to objecuf‘y arf’so that any teacher could teach art,-yet,

many teachers are unaware of the 51gmﬁcance of or lack of a basic understandmg of art

and art process as it relates to the meanmg it may hold for the student as an mdtvrdual

Is there a dlfference between the student s own art and that created for others" Perhaps

there is a gap in how we handle.the art as a way of knowmg and the child's personal
way of commumcatmg thoughts and feehngs In our schools today we demand an
instant art from chtldren in the sense that they must turn on therr creatmty for art period
and push out a completed work for the end. This would suggest ltttle room for
achieving a dl\s@ncrng in their work and therefore has little oifghe Self in it. By

providing. 2 snuauon where children aré able to dwell in therr art, this study will ask

what is the creative moment of the child and when and how does it occur? An

examination of the way our society looks atart and the way indigenous people valued
4

-

.art will be used as a way to hrghllght/the gap between the practtce of schools and

. children’s personal art. Some of the problems which this study attempts to address are

the followmg A\

L How is the art for oneself dxfferent from art produced under the demand of others?



'5. Does their art tell them somcthmg

- related to aboriginal indigehous cultures?

~

-2 Why do chﬂdren choose their i 1mages the way they do? or are thesc given'to them?

Where do the i 1mages come from in the uncoerccd sxtuatxon" For what reasons are they o

produccd? ; . . . .

3. What storics dcsire§ or dream imagery does their aft‘poru'ay for them? How do they

deal with fantasy imagery?

4, What rolc does their an play in helpmg them work through suuatxons for cxample

how do they make sense of thetr world? What is the funcuon of their personal art style

for cxarnple do they get a sense of selﬁa%e of bemg in the art theydo"

f so, how does it do thts" For example

chtld:en bring thelr bxography to the artvg_ork and the artwork speaks back to that

'blogmphy (Gadamer 1975) . - - .

6. In' what instances docs the child's art show a pchonal sense of sclf and how is this_ -
affected by their personal blography" |

7. Is the child's harrnony with art smular to that of the. tradmonal 1nd1gcnous pcoplcs" :

| 8 What is the bodily preparatlon needed before chlldren art in.a creatlvc way" Arc.

there links to ritual purification {hat th_e\1nd1genous amst must prepare before he/shc
makessacredtmages” - o o - =

Whllc literature abounds with analy51s of chtldren s art, extremely little was

- asked of students themselves. Peoplc always spoke for them. Native peoples too are

often found i in this same predicament. Thcy were usually written about'by others. Itis

~not until 1971 that native American leaders as d scholarly group got together in an effort

to p~ut'f-o'rth their own ideas artd wr_itingé about themselves. (Costo,’ 1970; Ortiz, 1970;
Scholder 1970). Like students t_here is a parallel tnufﬂing of voices from dominating
positions. “.It was deemod appropriatc to go to the students and listen to th'ci'r' voices and
o.bs,ervc théir actiohs. To attcmpt to 'answer:such qucstions the global quéstion became,

what is the nature of the creative moment as perceived by students and how is this

e
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" the properties of the Ob_]CCt Ra

Of the art, and the intent of the individual. . R

Methodology -

Whe'n we speak of art education it becomes easy to impose our mainstream
values of art onto art created by other groups whether they be other types of civilization

or smaller_ groups wrthm our own civilization. Feldman (1965) leoks to art educauon

to "sekk to maximige the opportunities for aesthetic expenence under the organized

circumstances of sch'ool. and ‘college iife" (p. 36). Here he speaks of aesthetic

expenence as havmg aspects of uniﬁcanon of the ®ork; the fundmg of meaning that is

' gxpenence&ter one has percerved the ennrety and fullness of #he work. Feldman
)

feels that the aestheuc is not necessanly-a measure of artistic success or failure. In fact,

- the useful objects of earlier c1v1hzatlons\may become the aesthet-lc objects of others

: For Dewey, the‘aes»glc is not enure: ly located s%lely in the md1v1dual's sensmvrty orin -

 the interaction of a personahty and an Ob_]CCI " (Feldman p.37). Thus, one understands |

that to look at the creauve moment one must look at the process and suspend our

ewey recogmzed the ' aestheuc as taking placein -

10

judgemental mamstream values in looking at student art. Amabile (1983) in lookmg at

individual's creativity realizes that certain novel or appropriate responses could become

routine for the indiyidual if they had a lot of experience in the particular ﬁeld’and‘even

1 4

though this ntight be judged creative by observers, creativity becomes unclear insuch a
. vcircumstance. It mayfnot be creative for the individual. Therefore, the relationship of

' subject and object to each other was to be explored

Bersson (1978) proposes p 1crpant observation as a method to achieve an

analytic descn'ption of a social organization or process. Chalmers (1981) suggests the

-cultural anthropologist be used as a model for the art seacher and the art to be considered

as cultural artifact. Thus, due to the- nature of the question itself, 1t seemed loglcal to

draw upon ethnographlc techniques i in order t&ﬁveal the pcrsonal nuances,  the flavor -



. In using ethnographic.techniques;- résear,c_hcrs r'nake‘i_nferences about basic

aspects of human experience- what people do, what people. know, and what things -

people make and use. These aspects when learned and shared by mernbers of some .

11

'group become cultural behavior, cultural knowledge, and-cultural artifacts. - The sense

_of culture in this study is defined as "the aquired know¥dge people. use to interpret
experience and generate behavior.” (Spradley 1980, p.6). .Thus\ihj loolﬁ§ at student

‘meanings I was examining culture as it occurred in the art setting. Each\individual

defines their own reality that they'_encounter. Each brings their own history with them .

[ A}

to the art room. "The defidition of the individuals world arises out of his uniquely-

sedxrnented and structured subjectmty (Schutz p. xxx ). Each child's mterpretanon of

any given expenence is based on a stock of knowledge from previous expenences or

. those handed dowr from parents, teachers or others. As a researcher I had to get at-

" their underlying pri}t‘ciples of selection to account for choices, attitudes, or deCisions,

that these students made or expressed. It was essennally descnbmg what consututes
u

the natural attttude how we order, mterpret and act in a taken- for-granted life world In

¢ :
" personal art. That social world, . . )

this study I was gettlng at the cultural world of the child in relatlon to :ﬁﬁter own
A .

“has a partlcular ‘meaning and relevance structure for the @iman
_beings living, thinking and acting thegein. They have prg g
and interpreted the world by a seri€s of common-sense coggructs of
‘the reality of daily life, and it is these thoughy, ‘objb
determine their behaviour, define the goal of; ’their' fc
available for attaining them, in brief, which high ’
bearings within their natural and soci-- cultirs
come to terms with it. (Schutz p.6).

- ' . s ARy - N
. One endeavors to get 1t the students' perceived redity. In this 1nterpretatlon of

humans and the world, knowledge may be explicitly held by the individual or may be

‘ 1mp11c1tly held. In the realm of tacit knowledge Spradley cmng Malmowsﬁ' states

the ethnographer must draw the generahzatton for htmself must formahze the

g



abS;raCI sﬁncment without. t_h'e direct help of a native informant." " One's own experience

shapes ones interests, and concerns and defines the way I interpret 'actiq_p. and

possibilities. _Eve_ryoné 'bﬁngs their own persona1 history with ﬁs during naturalistic

res;:a;ch and this se fes as a,ﬁl’ter;"sér'cening oﬁg some events, but emphasizing others.

Thig is why sbmc knowledge of ﬂxe r_;searcherg» history and biaseé }1elps understand
_ : - N : X

how the filter wqus in the study. The personal history acts as a filter as I observc '

“students acting and as I.act towards them in any given situation. Having been

12

4

influenced by a'feﬁlinist'pchpective, it is understandable that I bring to the setiinga "

certain way of seeing and intcrpre_ﬁng, a specific reality. The elusiveness of the nature

of reality is described by Virginia Woolfe in asking- o
. o o \/ . ) o

- What is meant by 'reality'? It would seem to be found in a dusty
road, now in a scrap of newspaper in the street, now a daffodil in -
the sun. It lights up a group in & room and stamps some casual
saying. It overwhelms one walking home beneath the stars and.
makes the silent world more real than the world of speech- and then

. there it is again in an omnibus in.the uproar of Piccadilly.
Sometimes, too, it seems to dwell in shapes too far away for us to
discern what their nature is. But whatever it touches, it fixes and
makes permanent. That is what remains over when the skin of the
day has-been cast into the hedge; that is what is left of past time and
of our loves and hates (p.104). ' '

*  Analysis of the reality of the situation stemmed from the search for patterns. As

Spradley (1980) states:

- -Analysis refers to the systematic examination of somtething to
determine its parts, the relationship among parts and their
relationship to the whole (p: 85). : ‘

* Thus, in this analysis I ended up with the data of slides of student art after they had -

completed it, notes on observations of what wis occuring in the room, tapes of
oo : ot ) . .
conversation among students as it took place, and conversations between them and
myself. I was cons:’f;t,ly engaged by the group and so became a fibrous part of that.
_ ¢ A :

group as.opposed to being only an external observer. My own role within the setting
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was tmually somewhat ambtguous as from the teachers point of view I was assrstmg :
w1th the ennchment program whereas for ) purposes of my own study I de51red to nat be
in the role of teacher but rather in the role of observer This. occurred as I did the
' research within a,school system in which I had taught prevrously and therefore itwas -
. natural that teachers identified my ‘role as that of teacher. Near the begmmng i_‘ |
dlscovered that 1 d1d have a teacher role within me which tried to surface in ahe face of

<

certain situations . I bcheve that I managed to’ slowly work out of that role in relation
to most of the students In the end the greatest dlstancc bctw;n Zoﬁ{e students and -
'myself was that I was an, adult In Spradley s terms I would have been classified as a
-part;crpant observer, but not in the extreme 'ange of his defrmuon Accordmg to -
i Spradley, I was not functioning as ‘only observer. . L o
N Contact was made w1th one of the teachers in an Edmonton school in the middle
of October 1986. The possrbrhty of gamlng my research within an ennchment program
that was bemg established was dtscussed I would observe students interested in
creating art during part"of the school day. Thus my sessions were. percetved by
teachers as art ennchment I had no control over which- students were to come to the:
' program. Permission for the study was gamed from teachers the students tnvolved
- and their parents.. It was asked that I be.glven only thoS,e sr?ents that had listed artasa -
hobby on the student interest form that -they filled outat the initial stages of the -
" enrichment program | . | . | ' | T
Of the students that were in the ennchment program four pomts had been taken .'
into account. When asked for a rankmg of such it became known that of pnmary_
importance were the characteristic sheets done by the home-room teacher the prevrous .
spring. On this he/she would descnbe the task comrmtment the creatrvrty. and the‘ ‘_
) general abthty of the student Secondly, the report card ‘mark recelved attention and
ﬁnally the Canadian Test of Basic Skills sc'ore and their 1. Q. score. The general

concern was that students that took part in such Mwouid not fall down in .



th.e regular’corps courses. Thus, it was apparenrt that I'.was getting part of an already
selected group. B | | - » B |
. In 1962 Getzels and Jackson (Chlld and Croucher 1977), cla1med that there is
$ no correlation between I. Q. and divergent thtnkmg scores with divergent thinking
~ c;assumed 1o vbeing a measure of creativity As well Child and Croucher in
1nvest1gat1ng dtverﬁent thmklng as creattw;, l'ound no suppbrt for a threshold effect as |
" had been prevrously supposed. Thus, although L.Q. was consrdered by the teachers , it
- had little correlation with creativity. | ' - .. | o |
- -Although I met some of the students informally_ towards late Octobeér, when I

‘was introduced as artist and a person from the uniVersity doing research, the.actual

sessrons wrth them drd rpt start unttl 27 October 1986. We met for one hour wice a

week. At first, on Mondays I would have an art room whtle Thursdays I woilld have

s

the library. On one occasion I was put into another classroom ThlS continued unttl _

mtd November when I managed to rearrange the ttme schedule with te chers

cooperation so that I could use the art room consrstently over the time penod at |
J/ .

‘would be there Thrs was for pracncal as well as psychologlcal reasons., Originally, I

~ took the whole. group all at once. Due to a pattern break on 17 November whenesades

were broken up, I recogmzed greater possrbtlttles in dividing the group and did so fromd.

'14, December onwards ‘From February 21 untll Apnl 27 I met w1th the sp11t groups

once per week. On some occasions some members were absent and/or fhe particular .

grade was not, available because of special pr.oject.s -te,’st'ing, field tt’ips, or a teacher .

: desrring tltem to stay in the regular class for that day o L
: "A‘«)

’ * Itwas made clear to students that this was a time for them to explore their art. I

- "FWOuld not be teaching as such. Nor was 1 going to be giving-a mark of any sort. Thxs

" Ywas a time for them and they were to determine their own art creatlon I would not tel .
them what subject matter'to draw or what medta they could use. This was consonant

w1th Amabtle (1983) who detetrmned that there was an underrmmng effect of evaluatton
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for both chtldren an&l adults in artistic creauvxty and furthermore that the expectauon of

-

‘evaluation could Serve to undermme creanvrty Chorce on how to do & task ' was found '

to enhance both creat:tvrty and intrinsic interest. Thus the attempt was made to allow

students as rnuch freedom as possrble

Ca

I st111 had to operate within the general structure of the school and so ttme

avatlable to students was lmuted toan hour each se551on I was also SUb]CCt to changes

‘ 1n plans due to spec1al events that occurred dunng the school time. The‘geﬁéral focus

A

of the art time was lumted to drawing and pamttng They could choose to use charcoal |

p_astels, or pamts and a pencrl selecnon f'rom 6-H to 6-B, As well, various sized paper

, “ was provrded They were encouraged to brlng in the1r own matenals as well. In th<

beglnmng of the study when the hbrary was betng used, for practxcal reasons, no pamts o

* were made avatlable Dunng the study I showed ﬁlmsmps f‘rom a series enntled

- Understanding Art, Fllms were on Llnepl:orm Color, Space, Representatlon and

Abstractlon They used a great number. of examples of art to illustrate their pomts "

Thls was to ensure that students would reahze,that there was no single way of doing

bl

art.

In Dec’ember -near the end of the term I was asked to gwe a talk to- the upper :

elementary on my own art. I showed a number of slides that mcluded some 1mages of

o

my steel sculpture, silkscreen and woodcut prmts and pamnngs. Thrs did not seem to

alter student perceptions of me w1th1n the study.

To add to the d‘ata 1 had students write’ short autobrographles ‘These

functroned as checks to what I &'as getung from observatxons within the art room.

' Near the'end of my data collecung-l was requested to put up a dlsplay of examples of

: completqd student work The drsplayed work was selected by the students. As picture

accompamment students were. each asked to wnte a short arnsts statement for the

pubhc eye. These added to the tnangulauon of data At sessions' end | debnefed wuh -

student groups the general themes that I drew from the study. This was further

~
b
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* verification of wha'ti had hevard and observed. During thése sesSions it was 'generally :

16

the grades five and six students who took a more senous interest in understandmg and o

*helptng ‘me to refmc my observations "Yhe initial "settlng draft had been written along E

w1th most of the secuon entttled "sensmg of the characters AfterI had read thrs to the ]

, .students they Were .1ble to 1dent1fy themselves w1th1n the text, thereby servmg asa

conﬁrmatton mdtcator that 1 had made correct 1nterpretat10ns The ing allowed/'

pomt clanﬁcanon and adjustrnents : lthough some students were not ﬂattered by their
character readmg, they did adrmt that the text captured thetr character wrthm the art
settmg The names‘ised n the study were chosen by the students The data presented
here dtsttngutshes between actual conversanon and notes Taped conversatton is

presented in 1taltuzed format conversauons that were reconstructed w1thm my notes as

well as student wntten work, ar&gaven ina New York style font whﬂeh&remamder of

the text is wntten ina standard font

i

. It was from data comptlauon that I began to put together the sense of the ct‘eauve

“moment to the chrld The background hterature on Creativity was useful in formmg

possrble CUmmon threads in smdents behawor and attitudes. © - f o >

‘ -

.



'CHAPTER TWO -
BACKGROUND LITERATURE- Historical Analysis
In thevdesire to look at‘the c.hild'e creative- moment one must look at what

creanvuy has meant in the past to other researchers Only then can one sort out-an

appropnate way to view [hlS elusive charactensuc The drfferent methods of creanvrty o

"t
research ha_ve taken several forms. Biographies or autobrographres of 1dent1f' ed

creative individuals are examined for ,pamcular aspects of .personality or’ ‘intellect.

o

These are often archival in nature or laboratory studies of one or a few creative -

* individuals. Some have considered the cognitive skills necessary for creativity and -

~ some have exami‘ned‘ the effects of particular social and physical environments on

creativity. o

Approaches to Creativity - - . \

Essenually, the review of the hterature can be appropnately summed under five

A : 1dent1fiable central categones of thmkang about creanvrty (Plummer 1982, Gowan
v 1975) The first may be vrewed asa cogmuve approach Here, creativity is seen to be

- rational, essennally a problem solvmg view. Such an approach was common in the

1950 S when art educators tned to descnbe the creative studem in terms of his/her

ablhty to brmg together dlsperate elements and medrate between them Gullford in 1950

. (Plummer 1982) developed ideas of creativity usmg convergent and divergent thmkmg

Creathty was looked at in terms of patterns of traits in a creanve personalrty ‘His

work ongmally arose from Galton Spearman and Bmet who were concemed with the

measurement of mental abilities and condmons that led to the development of talented

) people Creativity under this gurse held hldden interests. Much of the tesung provided -

e S
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for Ihe streaming of children. In t'he-.past Galton's work support_ed a eugenics

moi/emem and was very influ‘en‘tial in discriminating the worth of immigrants allow'ed

mto the Umted States Amabrle (1983) summanzes the traits that appear repeatedly in .

empmcal stu“ches in relanon to creat1ve 1nd1v1duals a high degree of self- d15¢1p11ne in

matters concermng work abxluy to delay grauficauon perserverance in the face of

N

autonomy, an absc‘nce of sex ole stereotypes an internal locus of control wxllmgness

to take risks, and 4 high l ) l of self-mmate'd task onented stnvmg for excellence.

Louis Terman (Plum 182) suggested that conformuy mh1b1ted sponta by

suppomng the focus on divergent thmkmg that was popular at theﬁme Creat1v1ty soon -
came to be con51dered in all spheres of thought Calvm Taylor (1964) ‘'was very
concemed with the 1dentlﬁcauon of creauve talent in sciences and was mfluentlal in

expandmg the limits of Cfeatmty to mclude other subject areas.

explore creativity in terms of linking dlvergent subjects Thus creanvrty could be put
under the frame of convergent ‘thinking, as Koestler (1964) looked at the realm of

creativity in science and art. He fook the basis of creativity as the coming together of
Fa . .t .. .

frustranon mdependence of Judgement a tolerance for ambiguity, a high degree/of .

Once creanvuy was defmed as existing in allsubjects then it becarm popular to

two different frames of perception or reasoning on a matrix, thereby creating a tension -

between two incompatible.codes or association contexts which causes an explosion of |

tension. Korzenik (1976) looked at creativity as a response to problem solving and

stated that how a child solves a problem was likely to remain una\railable to-the

. viewer. She had however, focused on the results rather than the process.. Gabrielle

'

Rico (1978) explonng the idea of creauvny as bringing toge;her remotely assoc1ated
ideas saw metaphor as the mam organizing prmcxple in an art work. Guilford (1971)

developed ldeas_ of creativity using convergent and divergent thmkmg.,Alber;

Rothenberg (1979) saw the ereative process as-a two-step activity'in which one actively

combined at least two opposite ideas together and two or more seplrate entities in

-



~_space. Thus, lookmg at CTCaIIVIIy in terms of related elements across diverse ﬁelds
generated an enormous amoynt of research which tended to 1dent1fy creat1v1ty m‘
narrowly deﬁned terms. "

Cohen (1973) drew upon the research of brain functxonmg that occurred in

'~ the 19605 to. look at creatlve bﬁavxor in general Creauvxty became lmked ol Q.

(J W. Getzels, 1963) for comergent behav1or 1t was found that those who wefe—

19

hlghly greatlve were dtvergent in thetr thmkmg From approxxmately 1967 onwards' '

é

creatlvny tests becamc very promment In most of: the “above cases creat1v1ty bemg '
developed as a spec1ﬁc behavmural trait was uullzed asa way' to straufy chlldren S

. abtlmes In Amenca in the 1960's the Russmn Sputmk incident was used as a
leverage’ o make creauvxty an issue in curncular thou ght..

A second way of percexvmg creanvuy was in its relatlon to personaltty and

environment. Child reanng pracnces and the perrmssweness or non- pemussweness of -

parents were studled ( Rejskmd 1982) Tests linking personahty types to creauveness

were establlshed Gullford's dlvergent thmkmg model ser\/ed as the basis for many

timed creanv1ty tests. A typical examplé on. his unusual uses test asks the person to

name as many p0551ble uses for a common 1tem (eg bnck) The Torrance Tests of

Creat1ve Thinking were most w1dely used and served to validate o;r creatlvxty tests. -

. A. Brissoni (1975) found that the most 1mportant role for creativity was the expenence

|

of the child. Everyone was seen as creatWeaad the idea was not limited to art but was

- seen as.a natural force in man. <From tlfxs wewpomt the deﬁnmon of creat1v1ty was.
levelled and was seen, not ina strauﬁed sense “but as an mherent ngen |

A thlrd way of thinking in terras of creauvny was {rom the v1ewpomt of

'. mental health "This view tended to follow the'theones of Maslow s (Tribe, 1982)

hxerarch)..of development towards self-actualization or Rogenan (Hall, 1978) aspects of

development Rudo} Amheim (1969) and Carl Ro%rs (Halfg‘ﬂ978) descrlbe the

i creatxve act as expeﬁ'nentmg to‘eﬁnd select and reject’ p‘ossxbtlltles to discover a.

. <
v . . v -
v £,
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soluuaj m that conforms to one's needs. An md1v1dual's creativeness was made manifest

~ through the finding of relauonships Kenneth Beittel (1978) outlined a number of

o

psychological factors in the drawmg_ ‘context. The creative proce_ss was given
importance, however, at about this time (1970"s) it became eviden't."t‘ha’t "research
seemed to sbow that creativity was outmoded.” (Plumer 1982 p.31). There were (VO
'many-"asr‘)e'ct‘s liimped together. Researchers were realiiin-g'that.y the concept of
crcauvrty mvolved many other possibilities than trying to. isolate and test for a few ‘
factors ina complex social situation. Again, the above deﬁmuon of creatlv1ty allows the
educator to view it as an inherent force in the human being.”

A fourth posig'on concerning creativity came by way of Freudinan and Neo-
Freudian theories. . Freudian psycholoéists s'aw creativity as a product of repressed
ernotions, usually inyolvi\ng some form of ego regression; Creativity occurred from the
sublimation of libidinal-energy which transferred repressed 'sexiial activities to non-
sexual goals as the mnate sexual drive was bemg frustrated. | |

Kubie (1965) modified Freud's theones of creanvrty by maintaining that " h

‘$park of originality emanated from the pre-conscious”. His theory agreed with E

that creativity was still based on some form of ego regression. The Freudian overlay to \\

creativity has prov1ded the art educator a way to begm {o access the fantasy life of the

- child. This position allows for greater scope because the language and communication

are opened.

The fifth major way and by far from exhaustive way of looking at creativity-is

that of cosmic consciousness. Here extreme views are taken in that creativity is seen as .

-arising from experiences with the mystical. Connections were made between creativity

and such»thin'gs as ESP (Davis et al. 1974) or transcendental meditation (Aron & Aron .k
1982). This last strand has opened the floodgates toa renewed interest in cosmology.

¢ _ | '
The art educator is once more left with the question,- How is creativity to be made

manageable?
i

”



No major synthesrs had ocmnred between these five main categories of
creauvrty and there were no clear breaks between the ﬁve main categories of creatwrty
H

Rather ‘once established they seerged to have then followers that pcrpetuated their

* particular lines of thought. From an educattonal viewpoint some posmons'are more

damaging than others. Yet, all of these positions fragment the way creatiﬂ/.it_y-.-is’

© per€eived. Foffexample, the printmaker Carol Summers (1977) gives an artist’s view of

the creative process,.one that is much more holistic:
R ;5" H i

Out of my hands roll surpnses histories enigmas 1mages known
- and unknown. They have seeped up through my feet from Mother
Earth, or down through fathers and mothers- the compost that
connects us to the original creation. I feel no responsrbthty for these
images, they contain my personal self3but come from far beyond
that self- from some energy .source of whose nature I have no
inkling-save sensing its power, and admiring its truth. If I can make
myself transparent and guileless enough,Lcin induce that energy to
é.:, . - flow through what I call me. That effort, and whatever skill I've
R o developed, is. all that is individual. . The rest is beyond me, as that.
rest is beyond all of us. It is that unknown source that you’
recognize in these shapes: -and colors- they re -as much yours as
mine. (p. 18). .

c s

I

Summers presentsinsights into the lived experience of creativity. It is perhaps

through lived eiperience that research should seek to find the meaning of creativity for

children. If one looks at these ﬁve- ways of conceiving creativity, it is possibl‘e to see’

two principal schools of thought One is that of the concrete here and now expencnce i

in which people are examtmng things that occur in their evcryday environment; the

other school of thought is essentially that of tlte self, ego or the spiritual self. If one

’combines,these two overall ideas, it is possible to look at creativity in-a more global
sense. ,
Dayton/l976) proposes that the creauve process should be viewed as a gestalt,

as an mner encounter (ego regression to thé pre- consc1ous) and an outer encounter with

P
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e the environment. Conibining vF'rendi‘an and h't';_manistic psychology as represented by
‘Schacl)te‘l,» Dayton states that: - L -:-“ . N

the ego self has to be stnpped away, at least in pan to allow a full
honest and open encounter between an environmental object and the
true inner self. At the same time this ego regression is eecurring,
unconscious id impulses, or formerly repressed imaginative ideas,
are allowed to surface to the preconscious level, where, according to .
. Kubie (1958) and Gowan (1971), expressmn of abstract creative -
thought becomes overt. :

v

8

T : ] . : L

Essentially there is a regression of the ego and this allows the conscious

external functioning 10 be accompanied by an internal résponse by the individual as a

.~ ——-

result of preconscious functioning.

This fusion or coming together of extemal and internal stimulation ,
thus forms the highest level of perceptual creativity. In this light,
Freud and Schachtel seem to be no longer in opposition, but merely
approaching the answer halfway from two dlfferent polar directions,
(p 260, Dayton 19’;?‘) '

For Dayton creatmty is the sum of the personahty and interaction of the
. env1ronmental stimulus together with the env1ronmenta1 stimulus and the pre-
conscious. In Dayton's idea of creatmty we can see thatin order to operate creanvely
one draws upon both conscious and unconscious funnctlons If we accept that the
unconsc10us element contains within it altered states of ccmsc1ousness, that is, states
“that are not necessanly to be grasped in the here and now, tftenme can see that the
sci'encc model of inquirin"g into observed behaviors linked to creat;vuy .does not give us
a com'plete picture of creativity as artists experience it. Tne bimage'ry that is \tisually
created is often the i imagery that occurs in other states of consciousness, even in dream -
states. There is an increasing -reahzatlon that"" the unstable free and unpredlctable
characteristics of the fantasy*land of gisual creating demand a dtfferent method for
understanding than science has to offer." (Day 1982 p.7).' From an art educator's point' .'

of view Dayton+has provided many i'nsights which might be explored in this research.
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The creation of art has been linked w1th meditative thmkmg This corresponds
to the preparatron of the body to allow feehng and 1mages to emcrge il‘ wo art
educators, Be1tte1 and Novosel (1979) have explored [hlS idea. ‘Fhey see the moment
of creatlon in three stages. First the recept1v1ty of the artist is requtred In Bestttel s

statement of the receptabthty of the artist the unconscious element comes to play:
Assimilation, receptive, vulnerable as open, the artlst is possessed = = "
by the form of 'things unknown'. They come as feeling or mood,
detail-less plastic imagery, the kinaesthesis of the dance of making,
the Eros of the vital movement toward life, born through the union
 with othemess " (p.6, 1979). : :

' @

Therr second stage in creauon is desire, the engagement -of the w111 The

hannony of the ﬁrst and second stages trgjscend and integrate m the third stage 'S0 that_ |

) ” _7' . Nd’.‘ o
nothmgness and becommg gwe—way fo the .. -new quahtanve being which is the world

of the work." (Novosel and Beittel 1979 p- 6) Essentially what people are speakmg of

in relatlon to creativity is the hannony or union of body and mxnd to achieve greater

. potenuals Some people are now lookmg beyond the ordmary state of conscrousness '
s

Ll

Accordmg to Beittel, "whenever our body- -mind is truly and fully in what we are domg,

we are in what today is called an ‘altered state of conscrousness' " (l97d p 19).

%enever body and mind are united there is a greater achtevement of potenttal .

Dreamlng is seen as such an altered state. It is powerful in provrdmg rmages for art as.

well as  for providing insights and 501utions thereby showing us a previously

unaccepted aspect of creatlvxty Freud recogmzed dreams as the way to get at the 7

unconscmus, a way..to get at the 1nd1v1dual S pnor perceptual expenences For Fgeud

symbols and-images concealed the true meaning of the dream element which he saw as

. sexual deSIz'es and experlences from the past Jung (Hall 1978) realtzed the dream '

. symbol to be reveahng rather than concealmg and for him, the symbols were\often :

represenung emerging forces in an individual. Dream 1magery and the subconsc10us

\
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apparent contradlcuons of dreams and reahty Surgeahsm was seqt‘
: 3’ kS ’.

"7"10‘D~m the parucular.‘- _
situation or problem Thts leads to the accumufaﬁon of expeneﬁs whlch consolldate
.themselves in the unconscious as part of the’second stage The th1rd staée is. the.
illumination or Eureka experience _followed by the last stage of critical evaluation as‘ :
ideas do not often come out of the unconsc.ious fully formed. Hlunﬁnation can oc'cur'v‘,‘ |
consciously as well as,un.con'sciously. | | | o

A number ot{ creative individuals have glven testimonies of havihg solved thei_r .
problem or derived the idea from dream state's For example, Ellas Howe used a dream
to solve hlS problem of the needle in the sewing machine. . Nexls Bohr used hlS
: planetary dream to &enve a new model of the atom. Giuseppe Tartiru is satd to have
composed ‘The Devrl s Sonata’ from a dream ‘R.L Stevenson s Dr. Jekyll and Mr.
Hyde is the result of a dream (Knppner 1981). Thus the imagery of the dream seems
to lmk the conscious wlth the unconscious. This necessary link for creatiye individuals
1s adequately accounted for by Dayton's model of the individual in the world.

This link of the unconscxous w1th the con—scrous can occur at different levels |
and requires certain types of preparatwn on the part of the md1v1dua1 at each level.
-Gowan (1975) outltnes three le.vels of umfymg the conscious w1th unconscrous By
overlaying Dayton $ model with Jung s (Hall 1978) one could say. that these three
levels are three ways of lt_nlcmg with archetypes. Gowan's levels are:

1. Prototaxic- e.rtperience_‘occuring before symbols

2. Parataxic- experience using symbols in a pri\{ate way
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3. Syntaadc-' experience which can be communicated

These levels are ways of getting in touch with the ' groun of bemg as Gowan

terms it The pre conscious needs to work w1th the rauona conscrousness, the

-V

, ordmary state of awareness, to mamfest 1tself in the world of experience. This way of

looklng,shows man to be in the process of becommg as opposed|to bemg a reactiye

person to an already existing world. The physical universe is associated with our

.. .ordinary state of consciousness and is not total reality. Total reahty uTscends time and |

space We get but one aspect of ultimate reahty in the dream state which is an altered

~_state of conscxousness The ultimate reahty is what many artists speak\of when they are

: tallcmg about the expenence of art. For example Kandmsky was conviriced that art had

to be concerned w1th the.spiritual rather than the material. He had the sé\nse of an inner

creanve force as opposed to external skill.

<2,

. Gowan describes how tnbes often used prototax1c means to

in awareness.

Physrcal act1v1ty such as dancing to the pomt at Wthh thcy were in a

them to achieve ultimate harmony Gowan saw prototaxlc levels as no havmg well

ce allowed_

developed ego control Syntaxic levels had the grcatest amount of ego control. -

~

Conscrous and unconscrous or pre-conscrous states could be connected maye readily.

S “Parataxic levels exhibit more ego control than the prototaxrc le
Y

than the $3 jntaxrc levels. Here the unconsc1ous and the conscious seem ti

.els but less

a'rt) ).rnages. | "The right hemispheres image-making ability may be connected with the
parataxic image explicated in dreams, myth and particularly art" (Fi?cherf Gowan 1974
N 130) ' o : .

,In both the models of Gowan and Dayton the creauve process seems to be

- imphed, as opposed to ‘only looking at final products. A dlfﬁculty in the past has been

the focus on only the final product. B




. Product or Process

* Tt is believed thatthe n'ght hemisphere is dominant in the art process One
“method of deterrmnmg hermsphere dominance is beheved to be that of handedness.
Another method seems to. be observing the drrecuon of eye movement of a person
engaged in. thought These methods are not always correct and there is a general
problem of 1dent1fy1ng brain dommance Although its known that Leonardo DaVinci,
‘Raphael and ‘Mrc‘helangelo were _all left-handed (S._ Foster Feb. 1977 p_.29 _)'?to look
- only at handedness is too. simplistic and current methods for measuring hemisphere

-
dormnance are mconcluswe :

In 1963 Ghlselxyf (Amabile 1983) suggested that an ObjCCUVC analysrs of

products be used in order to judge creativity. Sobel and Rothenberg (1980) attempt to

use subjective judgments of the products for creativity. They used aeeomplishcd artigp - S

to judge 'sketches on the basis of originality and value of sketches and the o,ver’all

creative potential of the art product.

Among such studies few report the criteria of creatlvrty that Judges employed N

e

" In ene case Levis and Mussen, (Amabile 1983) found that teachers commentmg on two' “

-,

categorizations of 'creativity ratings of ‘children’s artv‘stateﬁ
contemporary, abstract, and sponta'neous, while art with ‘artistic merit' (presumably
different from 'orig-ina'l art') is old, repi*esen-tational dull, and mainly ple’asing "
(Amablle 1983 p. 29). Clearly, subjective ratings of the product only become colored
by the contemporary ‘experience and practice of the individual doing the Judgmg
Consensual definitions of creauvrty are based on the creadive product |

A product or response is creative to the exteqt “hat appropriate

observers independently agree it is creafive. . ..Any identification of

a thought process as creative must finally depend on the fruit of that
process- a product or response. (Amablle 1982 p. 1001).

original' art is



4

[N

TN

- _empirical research. She herself uses a Consequences Test in which  the child is.

* Amabile concludes that the product-centercd opcratipnal definition is most useful for

required to suggest results of "impossible" events such as people becoming invisible at.

will She. also relys on an Imaginative Stories test where subjects are to write an

1nterestmg story on a given topic. (Amabile 1982 p 997- 1013) Avmabileg(1983v)

accepts the idea of a consensual deﬁmuon

For the purposes of empmcal mscarch thcn it seems appropnatc to
_abandon the hope of finding objective criteria for creativity and .
instead to adopt'a definition that relies upon clearly subjective
criteria. [Thus], criteria for cr ity require an historically bound *
“» social context. ( p. 32).. : ‘ ‘

~

.

In this definition one sees that creativity becomes historically bound, and can

not be linked to process at all, and assumes that there is always a product that can be -

=

examined.

7

"The studles of Sobel and Rothenberg (1980) pomt out the problems that .

posmwsnc reséarch had in pmmng down the def’mmon of creatmty

o .

In order to bc creative, subjects must be frec to 'play with' and

transform experimental stimuli by use of their own generative
imaginations. However it then becomes very difficult to show the
rclauonshlp between the expenmcntal stlmull and the subject's
creative: product (p 961) ‘

Given these problems, it seems appropriate to reject a controlled environment

and product examination and go to the natural social environment and look gt its relation

product. It is then to phcnomenology, originally expressed by’Husscrl in the 1900's,
: A

.that we look to help cxplam the relationship bctwcen the env1ronmcnt and the

individual. “He con51dered that felt and remembcred objccts ‘were 1ncludcd m alI of

human experience. The subject became known as ccyﬁ/ousness Thcrc isno -

with the artist in the process of creation as well as considering the artist's relation to the



.
- phenonomen without a consciousness. Similarly consciousness expands depending on
thc experiences éncountered in life. Knowledge is something inbetween subject and

Ob_]CCt- an activity in the world.

28

My task was to0 dndcrstand the felt knowledge between the child and hls/her an '

experience. Understandmg thc an work and 1ts symbois requlrcd a socral and a

psychologrcal way of exanumng the situation.
.

Psychoanalysts in treating most indigenous. 1ntcrpretat1ons of
symbols as irrelevant, are guilty -of a naive and a one-sided
-approach. For those interpretations that show. how a dominant
symbol expresses important components of the social and moral
orders are by no means cquxvalcnt to the "rationalizations" and the__ _
"Secondary elaborations” of material deriving from endopsychic
conflicts. They refer to sScial facts that have ah imperial reality
_ exterior to the psyche of the individuals. On the other hand, those
anthropologists who regard only" indigeénous interpretations as .
relevant, are being equally one-sided. This is because they tend to
examine symbols within two analytical frameworks ‘only, the -
cultural and the structural. This approach is-essentially a static one,
" and it does not deal with processes involving temporal changes in
social relanons (Tumer 1967 p. 35- 36)

" Inattempting to do any comparison of the creative moment of the arts, we mu;{ -

Bo oarqful to realizggat it is not the product’ that is being compérod. It is understood

that children’s 'pr‘imir%cncss'ais a transitory stage in their development whereas

'primitive’ art is conditioged by the culture in which it is found. However, "...just as

P

 the physiological dcvelopment of the h'uman individual from conception to birth hhs o

been smd to reflect the phascs in the physical development of the human race, 1t may '

 alsobe saxd that the child in his rhental growth shows many. psychologlcal traits suml%r

to those of primitive man.” (Adam 1949- p. 80). Therefore toge;her with the

observations of children as they created their images and their shared moments, it is -

hoped that this study will draw an understanding of the social strucﬁure as well as an
understanding of the psychological processes that occur. » ‘ s
e . _ .



* CHAPTER THREE
B
SETTING OF THE SITUATION,

~ Scene Entry

A late noon hour drive into the fairly large parkmg lot of the school made me
wonder and ask myself- Where are all the students? A very large playground presents

Y

itself; the noisesome play of unseen students has reached my ears, but it is not of the

same. din that one would get from large student numbe:'s The aftemoon sun bakes the '

w1ndowless bexge brick of the west wall A small nurﬁ)er of cars rest i in the parkmg
lot. Thls must bea relauvely small' school in sprte of it 'osmg physrcal size, qu
parking lot, and spacrous playground. Perhaps:it wouid have been a school forced

| shut down ina few years Zﬂrﬂre general locauon saved it. Somewhat centrally located |

the school serves as a rccervrng tank for students of other school closures Also for

,’ many years the avarlable space has been servmg as storage and preparauon of art

teachmg matenals by coordmators ‘who could more easﬂy serve other schools fr thxs
partrcular locauon as well as receive teachiers for art inservices. Space and eﬁ:::y of

trme saved this school. v
. \ ’

I walk to the front of this older-lookmg school past the shrubs and the gently ‘
wavmg Qradran flag, up the three cement steps and to the main entrance reserved for
~ teachers and adult guests Even though there are four doors to the main emmnce all are
locked except for one. This focuses the entry as people usually then proceed to the one
open 1n1;1er door after'wiping their feet on the red carpet. Going through_thrs second -
door one cannot' fail to miss the sign in large black letters mounted 'on the window -

"The school welcomes all visitors. As guardians of the students within we ask that you

29
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report dtrectly to the ofﬁce before contacung students or teachers Thank you ! The~ '

« 9

-protectorate notion of schoohng is apparent

At the hallway entrarice rt 1s the caretaker S office that is unmedxately apparent. .

A small ‘window dlsplay of puppets and early childhood sculptm@to the wall R

"~ of the caretakers office. To the left of the entrance is .the - gymnasmm to the nght-

hangs a large tlled mural completed by former students To the right and a short walk -

down the hall is the office; it is decorated w1th several paintings of a-recogmzed Alberta

30

artist. Just prior to the office entrancé a staircaSe to the second floor passes by the

student entry Students are often seen playmg very clo; to the entrance in anttcrpatlon L -
of the bell at whxch time they must queuw be allowed mto the school .

v

' Proceedmg to the second floor one has access to ‘the upper elementary rooms.

‘ The worn’ speok:led hght brown hnoleum floor’ w1th reddlsh brown stripes at either srde : |

~ runs the full tength of the hallway One cannot fatl to notlce the framed student art

bnck Wood panehng two thtrds of the way up the walls gtves a warm feehng to the'_

' hallway The bu1ldmg 1tself is very warm in temperature leadmg one to beheve that '

thlS school was built before new tlghter-budget de51gns were created Windows' 11ne

; drspersed throughout the school hangmg agamst the upper thxrd pale yellow t1nted '

' one wall of each classroom To the left is the staff-room door generally closed dunng -

1

- the school noon hour Fra;med student work adoms t)he walls of the staff room as well -4

lThree to four teachers are gathered round a small table dlst:ussmg their dally events N

R

When I: amve they often make a pomt of mfortmng me f haf 1shappemng or what

E they are planmng inart, what art events they have recently attendued or w1th whom in thi® *

| 'art world they are famrlrar ThlS was 1n1t1ally prevaler}tt and then was replaced W1th a
. taken for- grantedness as I blended into the school ' |

.‘ ~ Down the hall-to the 1eft one enters the art

<
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Cuﬁously, it is virtually devoid of images Mo‘stof the time I was there, only a few

portralts were stapled on the red- papered bulletin board on the east wall and several

L landscapes were hangmg on the blue- papered bulletm hoard at the back of the room.

Durmg the last few weeks I was there the teachers asked me to make a dlsplay of ,

~student work It was only then that there were unages of the students chorce drsplayed

- on the available' bulletin boards Intermtngled w1th thenr art were their amsts

- i.statements that they | had been asked to wnte for the pubhc eye Ten wooden tables and

vnumcrous chairs are spread throughout the room. Only seven tables are used by the

-y

students bccaUse art from other classes is often left on the long narrow tables. near the

: door and drawrng boards are often stored on the smgle table at the back of the Toom. - |

The fnont and back bullenn boards are covered in an intense blue while the srde bulletin
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board is covered in a red corrugated background A smk along w1th shelves for

' storage are at the back of the room. Paint brushes stand sprawled outwards in cans on .

: the sink top. Sponges are- heaped to the top of a large plastrc storage container.

Cupboards at the baok hold a wealth of markmakmg Ob]CCtS, cleanup matenals cans,

: lmo pallettes and many other materials. A large metal easel stands in one front room

comer.

On arrival I go to the art storage room to get paper for today's session, return to

the art room and set out avariety Of sized and colored 'paper at the front. Two sets-of
. L S
liquid paints are made available for student use. Three sets of drawmg pencils ranging

from 6B to 6H are provided. Pastels and charcoal sets are pulled out of the front _

storage closet in case they are desired today by the students. A brt of prepagauon and all

.is available in one general area.

Students know they are free to choose whlchever medrum they wish to use on

any grven day From time to time prctures were brought in for student 1nterest A great:

range of art work done by many different artists was mterrmttently shown . Included in

- thrs art were' professronal works tradtuonal great artlst works as well as student art.
1'Sull life objects were brought in as well- a bone, some 1nterest1ngly textured rocks
several pieces of dnftwood acow skull a pine cone, even the leg bone of a deer. Tape
‘. recorders are checked to make sure that they are ready.. A thick blue covered _notebook
is‘at‘ hand, as well as extra batteries. All'lis ready [ wait for students to am've On
many occasrons Iam sootted in the hall and they ask me whether they are cormng right

now or after recess. I relay the order agreed upon by the teachers in the staff room and

retufn to the art room wamng for amvals It is common to have Jeanette appear in the

room to tell me something about herself of an event that has occurred tha,t week Her

bright cheerful smile never fails to upltft my own feelmgs and she enables me to see the_

~ world once again in youthful exhuberance.



.Sensing of t.h'é Characters-: Anypical Day -

On th1s very typrcaL day the grade six students a’re ﬁrst Robin comes in;
.-‘stralght blonde hair set off wrth her eamngs somettmes a necklace danglmg agamst her
'pnnted blouse contrasted agarnst her corduroys and sneakers -She is qu1et and‘
- contemplanve ‘but always a composed excrtement can be seen wrthm her eyes Her,_

eyes scan the room and drmk in the arrangement Havmg selected the paper, she
. _decrdes to choose her favonte medlum oil pastels Other medlums she has tried but _v
“she feels most successful W1th pastels. A nervous laugh and a: qu1ck smrle accompany 4
the greetmgs of some other students that have entered She sets herself up some
’drstance away from the others o be alone is 1mportant for her com:entratron upon her
| 1mage She 1s aware of the others tal,kmg butitis not tmpomant to listen to them They

,

provrde a background rhythm as she envelops hérself in her own space In thlS relaxed

K3 >
‘state Robm rarely 1mt1ates conversauon She does howeVer respond to some - of the
.
directed comments or quesnons that come out of the external. conwrsatlons She has a

- ; .
preference for standrng, a preference that enhances freedOm of movement on thts

'1

" occasron she.stands over a table and starts her tmaget Often a far away loo%pt‘,ccedes '

thrsactlon R PR o : £
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~ Farley has come m His loose clothmg of sWeat» shtrt antl blue jeans emphastze
hlS rel&xed manner Hts lau ghmg eyes seem to find excxtement ormew possrbtlmes at
every turn. . 'I'here 15 a sureness about h1m a conﬁdence in hlS own ca‘pabrlmes On
this occasron he reaches for the pamts but he also feels quite comfortable ‘with drang

pencils or colored pencrls.‘ Feell the freedom to explore and the ¢ excxtement« of new

[

rom realrsm to very abstract. Hts abstracnons are

| tuings, Farley has’ made art rangm
done with the same sense of purpose tha te gives to hxs reahstrc work Drscovenes are
made and he C allzes on accrdents in his art.. Havmg traveled extensavely and seen a,

“number of* art gallenes he con51ders art as a possxblhty as opposed to jUSK anotber
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subject- in school. Artis supported ln the home setting and he has had direct farnilial

. contact with several recogmzed artists.

laughter and Jokmg chatter are standard Her pterced earrmgs short blonde curly ha1r,
tight pants and whue sneakers, wlen’t’xfy ﬁer QS attempung to follow a style that she has
not yet grown mto She is hké, Parle?'s shadow a younger less focused md1v1dual that
feels secure in followmg Farley has chosen 10 paint and so she also chooses to paint

next to him, Vmually the entire length of the' study she has dealt with abstracts' These

~ are done in more of a haphazard way. ‘There is not the same deliberateness in her stroke

as | the others.. She usually stands and her wiry body gtrates to her own nervous laugh
as sheinitiates conversation and responds to Farley and others. She speaks of letting
the brush or pencil JUS( move along free, no form is pre-determined. When pamung it
is common for Erin to use sponges dabbling them in assorted cotored paints and then

making pattems or marks across the page. The images do not come from remembenng

or some expenence rather she is engaged in the present - the fascxhatton of rmxmg-

colors is enough for Erin.. Art is done in the school There is very little time for art on
her own time and anyway it would not be a prime choice when time is available.

_ Tammy has’ entered w1th this group as well She is much more loud and

| Enn is always close on the heels of Farley ;She follows him in, nervous

boisterous. - Often she is heard asking '"What are we going to doutoday . She looks

furtively around the noom for 1ndlca310ns of what i is gomg on or the possxbllmes that are

set out. Sheis mtﬂih more used to being w1th1n boundanes already defined by others

r

She Jokes with the others and reacts qutckly to challenges from others Although the

paper is usually in the sarge. place as before there often is a spontaneous "Where's the

‘ Art is another subject a p0551b111ty of performance as she makes it quite clear that she -
~is very gOOd at school and finds it easy ‘Her manner is a responsxveness to tasks.

paper”’ Exhuberantly, Tammy finds a place among the others in the room. She

3 prefen(\ke close pro_x1m1ty to others. She regularly initiates conversation and her ~



oY
o

v ’ . : o

penetralting l'abgh'ter and chatter resound throughout theroom. Her pony tail bobs up

.and down as she makes sure that she Rnows all that is gomg “on in the room. Jokes,

il

school gossrp and stories. flow easrly and naturally Her general vocrferousness sets -

her up for _]OkCS as to how large her mo,uth is, a common joke to which she gnmaces

., l.‘;_'ﬂand turns it back in klnd Tammy has explored many. media, however no particular

". L

'*preference for a pantcular type has occured One of her drawings stands out in the -

. deliberateness in Wthh 1t was done and N, the feelmgs w1th which it occured. It was

)

the only one e done in 1solanon of others and w1thout dlalogue Her recognition of the

sense of a different space proved snterestmg, however thxs was.not. rcally to be achleved

agam throughout the remamder‘ of the. sessmns Consohant with the rest of her

character tlus drawmg was sumulated from an: ‘external source.

N ".17

As this grotp becomes engaged in axt there is a general Jokmg banter gomg on .

betwecn Erin and Farley‘ that is often led by Tammy. Silent intervals are sporadlc."

Stlence and aloneness. was much more ev1dent w1th Robm All of this group except

|
~ Tammy usually worked from a standing posmon On occasmns Tammy created her .

pictures from a prostrate posmon or as often as not srttlng m front of her paper in

relaxed conversation as she. made the stnokes across her pages. Erm would regularly
go through a number of sheéts, parucularly 1£ she used pamt She would explore and
play with the color together with markmakmg techmques havmg no real desire to create

an 1dent1ﬁable 1mage Upon questtbnmg, she. would often respond with a relanvely

" nervous laugh and smile. It was very cornmon for her to wait for Farley s initial

response and then srmply say that she thought the same thing. Response as opposed to

mmanon of anythmg seemed to be strongly charactenstlc Robin and Tammy were-

B

opposnes of each other i in characteristic art behavrour When ttme was nearly up,
students would be 1nvolved in thelr own cleanup actwmes This was generally a

cooperatwe effort and on occasmns it was langu1shed over'in order to delay goxng

a



; .

outside for recess.’-'l'his was observed more often among the four's and fives than the

grade sixes. -

-

Dunng recess 1 had a chance to make further notes on observed events The.

blank extra tape cassettes would be carefully laid nearby to replace ones that would be

soon full Paints, charcoal 011 pastels and pencils would be laid out on the tables in
«° >
-v1rtually the same manner as that of prev1ous session. It was common partlcularly

during the latter part of the sessions for Jeanette to: pop in to see what was happening,

to,show me a book or to generally chat about events that happened to her during the

week. Farley showed a general interest in what the others did. On several occasmns

when his group came second, he would survey the ﬁmshed work of others and when
. his group was first, he vaould'come in at the end of the day to see what‘other students
'had done. | |

The sound of the bell heralded the cormng of the ﬁves and fours. On occa51on

‘the ﬁves would be grouped with the sixes, and on others, they would come with the

36

fours Jeanette would come mernly in thh pony tail flowmg out from her qulck' :

‘entrance. Her broad smtle'and general eagerness held an 2ir of exc1tement. She was

usually one of the. first to arnve Immedlately noting who was there, she ‘would
proceed to orchestrate the callmg of the others- ’Where are the fours? Where's Pierre?
Whose gomg to get the four's? (or sixes?) - I'm not. Andrew you get Pzerre I Ul go tell
the svces " In Jeanette, one saw the closeness and values of united fa.m1ly efforts. She
had a sense of secunty_ m_her 'past. Having traveled a fatr bit over two other counmes,
she integrated these expen'ences with her art: 'A'nimals and related forms from one

particular country were prevalent in her images. These 1nﬂuences were reinforced by

lreadrng the lcmds of books sold by her father's company. Early experxences of farmly

outings at her grandparents farm developed a powerful sense of relanonshlp w1th‘

&

’ nature. The secunty of Nature and its myst,ene-'_' ‘:
v 169

ended to the relattonshlp between
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humans and church belief For her there was a general;sureness of attitude and a
_ | ; ‘

w1ll1ngness to Ty new thm‘és

§
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Andrew appeared wrth this group as well Aftet a general greeting he would

qurckly gather materials he wished to use. Spoxfadrc eye contact if any, i
commumcatlon was standard although this changed greatly dunng the course of the,

“study. I—hs initial wariness made me wonder what hrs experiences had been. ‘His

drawmgs were permeated- with a powerful sense- -of mood. The mood i in his images |

was identified by a teacher who happened to look at his work, t’hereby serving to
conﬁrm the overall atmosphere that I had sensed. Images of ominous shadows or
‘ desolatron seemed to bnng an mtensrty to the larger portion of his art. Andrew seemed

to feel more hlmself in pencil drawmg although he did try many other medlums He

could remember an early 1nterest in art, an interest that started approximately at age ..

- five. Watchmg him, there seemed to be a sense of urgency in hlS drawing. Andrew

. would stand before ‘his paper, look far off and then after some moments, return hrs' '

gaze to the paper Slowly and delrberately, mterspersed with thoughtful pauses he

incorporate things frorn what he saw and from what he felt.

Working alone did not mean unawareness, At regular intervals, a Jokmg banter
was heard parucularly between Sandy and hrmself “This joking was hetghtened dunng
' penods where crty competmon was mentroned. Sandy had oom}e to the school later in
the term and therefore students 1dent1ﬁed her with her home city. R

Sandy had a definite sense of what she felt was her style and was highly
attuned to trends As she termed it, she hked being preppy‘r Part of thrs attltude was
att:nbuted to the influence of an older sister already 1ndependent of the.family. ’ After
. trying several media, she decxded pamtmg made her “come out' and it became her

preferred medlum Irnages from dream states as well as remembered scenes were

explored The past became an a1d for exploratron of other p0551b111t1es At ﬁrst I did

<z

PR would create his 1mage Usually working apart from the others he would often

Pl
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not reahze to what extent art enabled her to explore conﬁdently her hved expenences

but, durmg one of the last sessions, suddenly reahzmg that she would not be able to ,

further explere her art; her look of devastatxon said 1t all. Her scheduled life dtd not.

' really permit her much time for art and so these sessions had temporanly allowed a door

within her to open wider. B . Y

38

‘When domg her art, she sometimes worked apart from the rest of" the group,- '

and at Other times in close proxxmlty to erther Cathenne or Plerre. Durmg the se551ons,
she woudd not hesrtate to make her views known concerning any dtscussmn gomg on at
the time. At times she would hum to Herself. When ﬁm.shed an art ptece she would

o?fasmnally declare out loud- There, its fi ntshed What do you thtnk?' Without

| waiting for a reply she would point out specific picture elements she: de or did not like.

Among others, a series of related pamnngs was created. As well, she engaged in a few
%etches done more as a Joke for Andrew. She would enJoy ‘Pierre's verbal
descnptlons of what he was gomg to draw, usually laughtng uproanously and then

addth‘é some suggestlons of her own.
i

, snt/ ypes oﬂ pencils avatlable whirl about a few times, and then ﬁnd a place at one Gf

e tables.. Pencil drawing was his main choice of media, spec:ﬁcally a cartooned

) 'Pte usually was the last to join the group. He would wander in humming or V.
' sm ging a tune to himself, but sometimes high squeaks emmanated from him. Lookmg“"' '

' _’susptmously about the room he would go directly for the paper, choose only one of the

1llustrated style generously laden with a taste for the btza.tre Few ergploranons of other -

p0551b111ttes occurred Unable to match his image on paper with his mental i 1mage he
would abandon the majon of his 1 1mages Somenmes his own self—tmposed beliefs

led to frustnanon Due to same inner necessrty, ‘'on a number of occasions he would

adamantly vocalxze--'l need a ruler " Such an item was usually not avmlable in the

Re]
room It was extremely dlfﬁcult to allow htmself to Yisk the beauty of a natural ltne

Greater pleasure was denved from supplying other students w1th a verbal descnptton e

l
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of the intended image then from the image itself. ‘He had a strong interest in athletics

"and therefore often integrated his images with sport. Rhythrmc anxious drumming

accompamed by hums or squeaks was common. Often he w‘ould élance in my
d1recnon almost in askance seermng to check whether or not I would say anythmg

about it. ‘I chose not to make any hrmtanons as | was more 1nterested in his own art
behav10ur rather than imposing my expenences and beliefs. Somenmes others would

1nterpret his behaviour as suange Jeanette would call out hxs name with a suggestxon

°
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“in her voice that his behav1our was dlsturbmg At the session's end he was often the E

Pierre. o SR B .

first to leave On many occasions he quickly returned the pcnc1l he had been usmg. and
left his drawmg where he had been workmg rather than put it in hlS portfolio, and

rushed out anticipating some other getivity during récess. He would never return to an

' incompleted image. Startmg new images and new ideas was the general trend for

N

Of the grafde fouts Cdatherine exhibited self confidence and determination in. her

art, regardless of what others thought A3 she put it, they can thmk what they want

about it, and I can think what I want about it. Her 1mages bore-a direct relauonshlp

with lived expenences As she talked about her plctures, one got the sense of arich

)
mtemal imagery which she as yet d1d not have the skill to fully cxpress on paper The

.tmages she chose allowed for a re-explora_non of specific incidents and the feelings

associated with them. She preferred to use wax crayon over other media that she

attempted Choosmg to work enttrely apart from the others she would look dlstantly

into spfce and then slowly begin her i unage Statmg that she liked to work when people

are talking or when listening to music, seemedato be an inconsistency with her self-

‘\
imposed. 1solat10n This was resolved when Idlscovered that it was not important for

&

her to understand what was bemg smd or played Conversatlon seemed to function -

- very sn'ntlar to whlte noise or a mantra; the«rhythm of the sound allowing for an interior



' 'explorauon Some of her. plctures requrred several classes to complete She was in no

rush, workrng slowly and mdependently wrth her own certainty of her image.

[ AN “«

Joe would arrive, sometimes hummmg or chammg, sometrmes uttenng short . ¢

”

' phrases whose sounds caught his fancy He always seemed to be ih a happy mood.

He usually chose his paper and then snuated himself at one of the tables, often with
: 8

Blake and Scott following closely to the same area. Joe was a’ tall gangly boy, sensmve

to others, and enjoymg himself in the role of a 'ham'. On occasion he would j join _m

support of a joke at someone else's expense but it was not long lived. He was.

’40',

distinguishable by his speech and, together with hig actions, at times could be seen as _

more delicate in the character role he fulfilled. Many times heSiwould dg' mock

imitations of a 'star’. He en]oyed playmg roles that allowed him to be the center of

attentron yet in spite of this, there’ was a quxetness about him. He would usually come

into the room with anticipation of what he could do He €njoyed the company of others
but did not necessanly actwely seek it. Joe spent most of the sessions with pencﬂ

drawmgs or ‘paint. He drew or pamted slowly and dehberately Often there were long °
7 ¥ :J" i

~paduses between completlon of dlfferent aspects of the picture before, he would decrde

~what to do for the remainder of the picture. It seemed necessary to himself that hlS .

e

_ prcturés be of some parucular Jevel of abrlrty, pre- -determined by hxmself as on one
occasion he folded up a staned picture and pocketed it, carefully lookmg around to see
“that it would not be noticed. When asked about this one-he sa1d he was ashamed of i u

and dldn t want anyone 10 see 1t Sometimes he would. drum his ﬁngers on the table a

few times, hum orsing a lme of a movie's song and fill one side of his cheeks wrth air,’

rollmg it around as he looked round himself and tried to decide what he wished to do.

Not all of his p_ictu_res ere finished; if the period expired, he usually did not return to

the same plcture "

N .
.yq

Blake and Scott would often draw or paint in close proxumty to Joe. Blake and

'Scott were vmually_ inseparable, dec1dmg to do thmgs_wrthm close range of each other,

R
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t often carrying on extended conversauons They were the only ones in the study that
decided to composite thetr ptctures into one larger ptcture This was dec1ded after each
one was well into the ptcture Then the possibility of combining them OCCurred to the
boys, whereupon they discussed how they would make their ptctures flow into each

IS
other so it would look as a smgle landscape

Of the two Scott appeared to be n‘tore of the leader in deciding where they were
v'going tof work or what materials thgy were going to use. Scott was a little mord¥ure of
himself and had fewer problems maki;“ng decisions about an image or continuing on the

I‘;l
1mage throughout a sessron ;; :

41

Blake often checked his i 1mage wrth Scott, to see if it appeared acceptable, and :

also for possxble 1deas to add to hts 1mage Blake had a habit of saying things which

" put other people down 1n, ome way. Because of the 'frequency of thts and the :

‘ 1nterference it caused other&, it was pomted out and suggested that if he wanted to -

conttnue in the study he would have to stop this. Building-up his own €go at the

expense of others could prove dtsastrous n thts situation. Blake preferred to do pencxl

drawmgs durtng most of thts study as, in: hts Vtew adding color made the ptcture look‘ o

ity
a§,ﬁ This was true for Scott as well Blake was easﬂy dtstracted from'workin gon

less re
N "'p

""" an image. He would initiate conversatxon very frequently and get carried away in

B dtscussrons letting hts 1mage sit unattended m front of him. Blake sat durmg the time

>
he was pamttng or drawmg This was generally true for Scott as well, although there

were a few exceptlons

Y

Of all the characters i in the study I felt that it was these last two, Blake and Scott,

that I dtd not get to know parttcularly well. They were absent for quite a number of

sessrons but, even when present they more or less stuck to themselves and did not

volunteer as much either agout themselves and what .they tlgught or about what they

| _dtd as much as the other students did. It could have heen e personaltty mix between.- _

- themselves and me, or it could have been the fact that 1 myself felt more comfonable
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comrnUnicating with _upper_el'ementary and my central enperience was with that agc
group. ’I’hese factors combined led to less rapport_ with these two students than with the & ¢
mhers _ S ‘
Like the sixes thxs group was respon51ble for’ setup as well as doing cleanup at '
the end of a session. Whethcr with the fouxs or thé fives the charactensuc—l-)—el;awour of
the fives held true in both instances. On rare occasions they would come in themselves
and at such times such- behav1our could be analysed ‘with more certainty. - |
As I watched and hstened to these characters, it became clear that it was poss1b1e :

to start analyzmg along specific central themes When I realized dlfferences I started o

focus on certain individuals as easu:r informants of then- art and an process

[

>
1)



S . CHAPTER FOUR
% THE HARMONY OF DESIRE AND FUNCTION, '

- Intrinsic and Extrinsic Motivation
s
" As data became available it became evident that notall students were personally
inte_racting with art. Yet personal interaction had been one of the tonditions that I stated

for student acceptance in this 'p_rog'ram. I had unwlttingly assumed that auspiciously

these studems would engage in art for themselves since I was not at any | time giving any

. dtrecuvec on’ what pI’OjCCtS to create. After some time it occurred to me' that some of

,‘,a

these students were operanng more On an extrinsic motxvatlon pattem whereas others

were intrinsic. These patterns are not absolutes but rath?r part of a conunuum m _

\_

which an 1nd1v1dua1 is 1ncrefnentally classrﬁed 'more or less towards spectrum ends

4

‘Because it is a..contlnuum it is difficult to absolutelyv determme where an mdtvxdual‘ ‘

r.( .

_ would spectrally be placed in any given situation, however it is- poss1ble to determine

L2

thglr general»-mouvanon pattern within this art settlng The placement of individuals on
‘ u ) . ‘i

& ; _
pectt‘um f P "t.he .art process does riot necessanly exclude other concerns for the :

%ﬁ, (1983) lists soc1al factors that are con51stently foﬁnd in.
autobxographlcai reports of p»oplgldenuﬁed as creative; These are: a concern wrth '
evaluation expectauon and actual evaluanon a desme for extemal recognmon, a focus on
competition and external reward; reacnon against time pressures and ﬁnally, dehberate ., )
rejcction of. society's dernands ﬁm&a preference for mtemal control ‘and lntrmsm '
monvauoh over external control and extrinsic mopvanon | ‘
Evaluauon expectation and evaluation tend to mhlbxt creatwrty as people tJy 0
aim towards an approved goal that they perceive as,acceptable. *Chorce is 'seen» as a .
| R 43
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: medtatmg factor between effects of rewards because rewards gtven to someone who o

has no chorce in the task may enhance creat1v1ty whlle rewards glven to someone who '

chooses to do an act1v1ty serve to -undermine creatlv1ty Rewards functton more :

M

'.posmvely lf they are seen asan unexpected addmon By lmklng these factors Amabtle»’ :

concluded 'the most cructal [factors] may be those that etther lead people to concentrate_ ,

on. the 1ntrm51cally mterestmg aspects of a task or lead them to concentrate on some .

’ extnnsw goal™: (1983 p. 15) Generally intrinsic motivation is seen as conducwe 10

creauvny whtle extnnsxc motlvatlon is seen as detnmental to creat1v1ty Interestmgly,
: after [ had tentauvely detemuned student posmon on the conunuum and not told them of

) thexr posmon T cross. checked it wx.th them in the last sessions: They were asked t0

| place themselves ona connnuum that ranged from domg art for others and domg art for

' '\themselves under personal motivation thh neither end of the contlnuum bemg ay

-~ ~

better or worse than the other only dlfferent In this way I inferred that my assessme

¥

of them was essentrally correct As the study pre- condmoned students dorng art for /

themselves students who fell mto [hlS category were the main mformants Those who
“were. more extnnsmally mottvated however served to deluteate dtfferences between the

two categortes They therefore proved to be an unexpected add‘luon

ThlS overview of extrms1c and. 1ntnnstc motwauon pattems underlles further,

themes To get.a sense of where the charaCters are on the conttnuum sections of the -

data are presented to show the- aspects of domg art.. They also serve to show
_ mformatxon on how students funcnon when domg art, and also thetr thoughts on'the

“art process as well as some of the sources of thetr partmular pamtmgs or drawmgs

Inmally itwasa concern to me that I ensure that the art they dld was snrular in -

' nature to art that they would do out51de of the classroom Therefore 1nterv1ews served

o asa way to detemnne lf these people pursued art outsrde of the classroom settmg and to .

what extent 1t was pursu@ Coupled thh thetr behavrour these gave me msxghts to.

. th\e character‘of these students. R .



' There are few breaks in her wortctn g ttme and she sometimes contmue

‘Robin -

Of those students in grade six, Robtn surpnses me by tdenttfymg hemIT

as more extrm51cally motivated but it became ev1dent that although her"ﬁnal product

_ may be rnonvated exmnsxcally the process is more mmnsrc Note comments on the
“final product o | |

R ok, Well how do you feeI when you do your art?
Robin: good When I draw something nice I feel excned
R: When does that happen? ..

Robin: When I draw somethzng that people Itke

R: That others like?

Robin: hum hum -

R: What about yourself’

Robm ya .-

' ‘Dunng the actual process she works alone tntently focussing on the 1mage before her

son g, partrcular _

' 1mage over several sessmns Of the process sghe notes, "to me, once get mvolved in a' ’

- pzece of work nothmg else matter.y It’s like havmg a daya“ream " There 1s the sense

~ofa dtfferent ume within the everyday school tlme-- a sullness into whtch one can -

& B

: draw There does not seem to be a dtfﬁculty in decrdtng« what to draw On several

occaswns she repeats a srmtlar 1mage in order to see: how it can be 1mproved
. o R $

Faley o G

- _ Farley, on the other Hand,” places htmself rmdway between bemg extnnsxcally

~and 1ntr1n51cally mottvated He does much art for himself and has leamed to adapt to

o ex1st1ng modes of art. - He is flextble in hlS abtlxty to do art: dlrected by others buﬁ\ﬁ

| somettmes I don 1 like what tney lzke- me to draw anao I say n_o_. An awaren_ess‘of

‘how hlS expertences relate 10 hlS art is demonstrated For example he»-

6 his

enJoyment of drawmg btrds as an expertenttal funcnon of btrd watchmg thl?relauves e

’ Farley goes back and forth toa number of his tmages over the weeks He may start

_oue in any given session and then return to an’ earher tmage He enjoys heartng his

Y L 3 . -
s L L ) . ’ . - ,‘ . .
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ne}\ds'm the art semng 'I'hetr chatter provxdes a feelmg of company and secunty

[y

t"

’ He engages in conversauon qune often when domg art but he sees it as dependent on

. whether he is domg detall or not. lf I'mona really detailed part then I'll like keep all \

L3

- ,my attentton on the detatied part 1f ir'’s just ltke sort of domg whatever like puttmg

this stujf in, (He ts ﬁUmg a secuon tn thh bIack patnt) then you can t alk a Itttle blt

i more SubJect matter chosen also depends a lot on feelmg

Sl .. . . o
o e L . . .
Ao : kS

. :\ ‘,t?Farler l’t really depends on how I'm feeltng Ltke lf I'm mad 1 1
- draw. samethtng like this. Well, not if I'm mad, if I'm {ike, if I'm
- not.at high, you know htgh spirits and all that, F'll draw something
~ " not as neat, ltke not as neat and ttdy as somethtng like that or
' detailed. .- . ,
- R: Your bird. =~ '
Farley: Yes.- But. zf I'm reaIly htgh sptrzts 1’11 draw somethmg very
. detailed cause I'll have the patience-to draw that
. R:ah, I see. ok What is artforyou7 Co A
Farley: A way of expressing feelings. " B s
R: ok. That almost sounds ltke it cafne from somewhere else. ( satd o .
. laughingly)
: " Farley: Wall,.it is because and the safhe with my music to me
', because ifI'mreally mad I'll just bang on the piano and if I'm really
. mad inart I'll just jeeeah , I'll scribbiés Or if I'm really happy I'll
. play something hice on the piano gr if I'm really happy for art I'll
" draw something nice. So it's sort.of; B way of .sho feeling. I

have heard that other places but it altso goes forme.
t.’ Ce : . £ 0 ,7‘/ - - .
prd gk

o Plctures arxse from observauon and }fsso from the rmnd Farley 1s well- travelled and

'i

. e
K has v1sned several well- known gallenes He is even aware of La Louvre. This gtves

o
ys.

'_ [ /
‘ hrm the expertence of haw«;gf,%féen abundant recogmzed art 1n contrast to Tammy who

L d1d not know of La Louvreéagd for whom art 1s not a major personal 1nterest Farley :

Y ] .
shows in- hlS anxs:gatee‘lnent that he has acquired a certain amount of art Jargon and an

e '.‘”awareness of hlsjl ed expenences and how they 1nﬂuence his art:

‘/‘

1 find that the people [ live wuh the people I am around and-_- o
where 1 “go really makes my art the way it is. I like drawing -or
_,painting nature ‘because I am always around it. . -1 like very *
rcptesemauonal -art’ ,that looks like it could move and I also -
hke ,veéry mnon- represemattonal art.

. ./ ’ "’l/ : o s
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| ‘Farlcy has pcrsonal}y met wnh scveral recogmzed anmts An is. supponed in the homé

and \Lﬁry Drommanﬂy d‘splayede HlS moxher has becn mvolvcd in art as well

K

Apparemly Farley is operatmg on.the mtnn51c mode- Qf thc spectrum whllc at (hc samc

. time dcvelopulag an understandlng of whaus acccptable artin modcrn Westcm culmre.
. ) L . *VW S ; . N

In contrast, Erm is not aware of surroundmg mﬂucnccs angd. docs not seem t0 havc such -

’

o f

support. ﬁ:om her h()me cnvuonment Hcr art is more ‘dc51gn one'mcd Sf)cakmg of the ‘ |

~

rcgular school art class she comments on, how they get asszgned what we're supposed g

1o draw" . Ifurther mqmrc . _: 2. i
R: Howdoyoufeel abourdomg that’ S B e
“Erin: [ like it. You dont have to spend all ypur time.. thznkmg of .- /*j
what to draw g _ : L wT

T

In my non-duected scssxons most of her drawmgs/palnnngs are pcrccwed as abstract

CV

‘ by her. Usually she produces scveral abstracfs ina given sessmn thesc are oftcn B
random color m1x1ng exploranons as st}e ?multaneously cngagcs othcrs in
: convcrsauon On several occasions she mak;:s statcments su;h as. "I just let my penal

vgo free and I draw anythmg I want to Commcntmg on what art 1s shc remarks -

Erin: It ) just drawzng wzth your pehczl for your drawing what you’
want to draw. And painting.is, art like you can close your eyesand: .
Just pretend just draw on rhe papen or you can paznt plth'es and
. stuff. . S :
" R::Why do you draw’ ' ' '
‘Erin: Oh, it gives me somethmg to do when I have nothmg to
"And sometimes mom hangs some in the house. Cause like, when, 1
. have nothmg todo, I just geta piece of paper and draw something..
" R: ok. So it's'not.an activity that you would choose ordinarily?
" "Brin: Well, whenever I have free time I like to.draw and write and.
- stuff. But when I'm bored and 1 have nothmg else to do then r .
. normallydraw IR . CT e Col e

-~

[
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_ extrinsically monvated,,

_An rew

-In her arust s statement ofa much later date we see the extemal mﬂuences under Wthh

she operates- Jdo art ennchment SO ) 1 can 1mprove my art on my report card " At

- home’ art is rarely done Her busy schedu}ed llfe of lessons and mvolvement \v1th
_ groups after school allows httle trme for such extras When art does occur 1t is usually»

in the form of cards for spec1a1 occasions for others There seems to be a general non-

sessions, she comments- v-”They are ltke wallpaper An extemal measurement

combtned w1th an- apparent lack of comrrutment would seem to mdtcate that Enn 1s very :

Qf the grade ﬁve students Andrew expresses a strong desrre to draw. For h1m.

somenmes thars why I draw.” Later Andrew wntes in his autoBtography about a

| sngmﬁcant factor which caused him many dlfﬁculnes as well as a real need- to draw.

Hts wnung also 1nd1cates that he had a long standmg tnterest in art:

R ¢ ﬁrst was . mterested in -art when I was about ﬁve I
v-thtnk I improved because at. first when I would draw

somcthing and my parents and- sisters would say it was .
good ~when I knew it. wasn't so - that. gave me
encouragement. I'__gr'adually improved and was more

- satisfitd with my’ work. . I think my most fulfilling art
_experience was my trip to Boston this summer. "1 went to a
whaling museum and saw carvings in whale teeth. ’

‘ 1 ‘am fourth' in my family. - I have five sisters and
two brotiters. When -one of my brothers died I was. inspired
by "grief and remembrance so I dld a lot of art during that
period of gncf : .

The autob‘@graphy of ,Tammy, his sister, confirms Andrew"s long standing interest in

art as well as Tammy's own non-identification with art.

9

48

- _1denuﬁcanon w1th her art. Refemng to some of her pamungs completed inmy

i”art is an outlet; It is also an achtevement when he i is satmﬁed with the product. Well I

-draw because Itke to Iet out what I'm feeltng and 1 can 't put it tnto words. sze -



Tammy

o - 49
-1 have never been very good  at art but I keep trying 1o
cogenti‘ate more on what I'm makihg.. My brother Andrew is
A ably the . only person in my family that is really involved |
an but T euJoy it also. ... Tt is amazing how wonderful art is.
It amazes me that artists can ‘get so involved in thetr art and
keep gomg a—& gomg without getting bored ' '

X

' Andrew'sneed to d‘rgw_would' put him far to the intrinsic end of the continuum. -

A

Tammy would- consmtently mmate most of the conversanon in the room rather

_than work on.her art. She is the only person in the group that made a pomt of tellmg :

. me several nmes of how good she is in school Her values are focused around the *

school culture They are measured exmnswally One also notes that in her interview” .
she tells us of the art class we wfork because this goes for our report card " Much. :

Iater in the study she is. heard in the hallway talkmg toa fnend who is mqumng about.'

: what she does in ‘my art ‘class. Her reponse is, "Its just a way to pass the time. We

just draw and fool around " ThlS is in marked contrast to the way she responds w1th.,
her fnends in regard,strte the process of reading: o
: : x»%% S « . ’ e

Tammy: Readmg is my hobby 1 love readmg I take ttme wuh my
books 1 want to enjoy them

Ld

,(r* The radtcal t1me difference of reltshm g books versus ﬁllmg in tlme wnh art glVCS two

Q‘

» ‘R: Can you tell me about your art.

d1fferent personal spaces Tammy dtsplays art charactenstlcs very much onented

o

N towards the exmn31cally-mouvated end of the continuum: -~ R

s . - . f ) . R
- . <

& Tammy: Well; it’s not too---uh--it's not really um how should | say
. this, um--- it's not quite like art that people would work on.or
" something. It's just simple stuff . : R
- .R: Whatdoyoumean? ‘ e
- Tarnmy: Well, sometimes 1 hardly work or 1 just do somethmg that !
 think is nice but when I see what other people can do , then thznk ‘
mine’s too, you know, szmpIe or tts not very .. (cut off)



-~

R: ok. 1 m trytng to get a reference anomt What are you thtnktnggﬁ
‘when you're tellmg me this? Becayise I'M not necessarily refering to
this. (We had some of her last Work spfead out before us.) I'm

* leaving it open. Like in gll the-axi yojédds That's why I asked you-

tell me about the art yousdo.s

- Tammy: Well, (pause)- Usually I do thtngs that I see. I don't really .~
do much things that I thtnk about in my mind or show how I feel or R
something. _ - :

¥ -
Tammy s art is extnnswally snmulated less external commltment see sto be ev1dent

- When asked about the places she docs art she mennons u.sually at school” in contrast

n

to others who gave personal references focused round the home envrronment “She.

S50

says of her small amount of art at home that “f only do iif I m really bored because X

drawzng ) not one of my favortte thmgs 1 ’d rather read or somethtng, but if I don r

‘have a book around then I get out’ aptece of paper and start doodling or somethmg
Ltke I Itke doodlmg on paper I Just make Iats of czrcles and scrtbble?and stuff ~She

deﬁnes her art done in my sess1ons as somethmg dlfferent from her regular school art

o cl_ass.

- Tammy: Matnly it's dtfferent o R G
R: Whyis that? . 3 ' ' ‘
 Tammy: Because, um, well .usually in art we have something
" specific to draw and when we're with you we get to choose whether -
~ we want to work on it or um, just fool around and make something
stupid o something. But inart class we usually work because this
~ goes for our report card you know. It's not really an art class to
-« learn how, you know. It's sort- of just @ class like they tell you the
specific things you do. Say for instance, in a drawing they want
you 1o use overlapping and just distinctive sizes or dtmmtshmg .
sizes. um and Iots of tjtose thtngs :

Of note is the exmnsnc factor she. mennons agam that mouvates work in art: "But in

class we usually work because thzs goes for our report card you know Tammy hasa

£

propensrty for snmulanng conversatrons She rarely go%s back to a piece of work on -

. Wthh she has worked ina prevrous session. It is 1nterest1ng to note that her behavior

changed when the teachers asked me to make a drsplay of student work She was '

present when one of the teachers came 1n to comment ona part of the dlsplay that had‘ N



gone up She becomes moreédedlcated' to the art work i in the sense that more time 1s

- spent at it and efforts are made to achreve somethmg good It seems 1mportant ;/e '

 that teachers percewe her art work i m the same hght as her negular school work. She is

. 51.,‘.

o after all, an honors student In part of her artist’ s statement she jUSﬂﬁCS her behavrour ‘

.1nthefollow1ngway o G <

o . . © Lo p 6 > . ’

Some of my ‘pictures- are not like e or part’of mc becausc I _
“wasn't’ concentrating - on it. - I never finished the ones .-
thought would be useless to me because I dknew . they juSl
“wouldn't tum out. - When I fecl hopeful about ‘a_ picture |
~finish it and. other times 1. just forget about the picture:and
start again. 1 like' art and I'm sure I will get better rf 1
practlce _more. . '

In an earher mtemew she Jusnﬁes'her abrhty to rgr fimshmg one parucular work v

r:\,

-Tammy Thzs one e I worked really hard on because I felt that | -
wanted to do-something special to show that I really could do art.
. You know, I don’t always fool around or somethmg This is my
- best one because I worked on it the hardest. It's got lots of litle
 detail in it. And um, it'sit’s a nice picture. It reminds me of recess -
or somethzng Playing skzppmg here, maybe I don’t know. It's -
-quzte mce, 1 think. ‘

In veermg towards the extrmsrc Tammy relmqulshes authonty for whatever she o

_ chooses to do. She is more accustomed to followmg explrc‘t demands Even unt11 the
o .

'she ﬁnds it. more. drfﬁcult to take- on responsrbrhty for herself ”I thought it wasn't

o gonna be complzcated to do thzs art pr01ect lzke but itis. Like you gesta thmk and you

o gotta. reaIly get into what ‘you re domg Thats what I dld with this (refers to a

'developed pencrl crayon drawmg of the student entrance area outsrde of the school)

- ‘cause wasn't a_round_ the others." s

v

$

- end she asks "What are we: domg 2" when she amves in the art room. In my sessrons ‘

a



She Jusuﬁés her pxcturc l [k

@ntlook tdo (pause) easy'

and.I folklw it up wnh the f;illovnn“’% nqmry & ) o

'R What mukes )ou’r pzct mterestzng’ Becbme you 'sald ‘3
you're interested ir’ your b‘zc?ure , what ma 5. you mterest’
‘your pigture? . 7
¢+ Tammy: I like the colors. - '
' R: ok, Now here you're refenng to a specxf c one, but ln general -
. 'what makes your picture interesting? Jpa
Tammy (pause) um. (pause) . }J
" R: That'’s a hard one, eh? : ' ’ '
Tammy (pause) um, (pause) well (pause) Well xf it's a color:ful
- picture, the colors make it interesting.. If it's Penczl picture, .
*- sometimes if I'can make it light and dark at the sagne time, like this
" maybe; this is dark and this is light‘and this is lzght or something. -
" Like, if I can shade nicely or something it makes it interesting, or if I
. can make lots. of lines, it would make i{ interesting and um,... like .
- “the charcoal, the smudging made an effect. I didn’t want it 1o
smudge at first. Then I smudged it so much that it would rum my'
plcture xf it didn tsmudge atall. - :

o

' This'g'eneral artatti;u_dc and.-béha_v_ior serves to place Tammy much more t_ow’ardé the

.-

extrinsic end of the motivation spectrum.

o “In coment Jeanene appropnatc-s the ordmary and somet1mes makes it humorous

t

for hcrsclf as in ‘dressing up animals’ or a mce bccomes an ‘alien’. Stop signs are .

'zhe scene I was seemg It didn't | k'tooﬁ hard. It

€ menuons &at thlS is an mae@n plcture to her :

seen as havmg an "uzterestmg shape” and "why should they be unzversally red?" As

for understandmg pnncxplcs of art she ”watched this show that kind of gzves me, ldeas.
‘ _and that on how to do thzngs with, havmg smaller thmgs for the back and shadmg the
back.” Ant for her

" Jeanette: ...is the beaury in what you see and that. It doesn t have to
be pictures or painting or clay or anything. It's what you like and
apparently 1 like to draw.and that's what I call art to me. . ...art.to me
is somethxng that is not messy and that you can actually see what the .
thing is. It doesn’t have to have a shape, as long asitsart. - ’
R: So artzsntmessy? S R



e

Jeanette No. Uke that charcoal horsel dld that is notwhatl call :
Cart.

<4 . R I'm curious about your classzﬁcanon

: Jeanette ‘Well, there's dlﬂ’erent kinds of art such a§ clay, and
' working with metals, and just sculpturing things. Those are all
- different kinds of art but they're sull art. But, in drawmg if it's
- . ‘messy, than I don’t call it art.
- R: What'makes sorféthing messy?" ' :
Jeanette: Well, first of all, wztl\my bone. thmg, it was-my f ngers v
.-, that made it messy. If I hadn’t used the charcoal then it probably K »
- wouldn't %been messy [t would have probably have been art ’
. t% ..

- “V \

R Sorry, you were gomg to show me somethmg
~ Jeanette: The painting, there, the picture or photograph or f‘
whatever, that's what I also call art. (She is referring to a framed
o prmt ‘done’ina realzsnc style in the prmcxpal s oﬁ" ce.)
 Jeanette: Well, ir's in a, in a, what do you . call it, them ir's hangmg
‘up. Any photograph to me is art. ’ . _
R: Is it because it's framed? 'Is that whatyou were refer R -
Jeanette: ya. And also any picture is art to me € .tcept ifir’s méssy '

The observauon of the frame as a means of settmg off what art is, shows a leamed

T cultural dcﬁnmon of art. Art 15 more assocxated w1th the ﬁnal product., In a'sense, it .
must be 'clean’ and ‘packaged’ wrth a frame. Over the course of the sessions she
‘shows me some books about Austrahan ammals and one by Rolf Hams cornmentmg -

"on art

Jeanette s art contams many ammals typtcal of a foretgn country. Clearly, her

 lived expenence of bemg in that country has a tremendous mﬂuence on her :

. Jeanette: Mrs. Ross do you know what.a koala ts?
R: huh huh. _
-Jeanette: Good. Cause you dzdnt exactly know what a kangaroo
was. -
-R: Oh. Well, I knm_ what it s, but I'm interested in- what does lt

mean to you. That's the question I was about to ask you. What —

does a koala mean to you?:
Jeanette: Well, I really like animals and l ve been um permuted o
- be called an Australtan also.
- R: Perrnitted? Sorry? ‘ : ‘
Jeanette: Permitted is somethtng like, thatvl ‘ve got a sheet t_hat says |
" can be called an Australian. SRR ‘
R: Oh,yes? -
'Andrew You rea cmzen

L)



Jeanette: Ya, even though 1 was born- in Canada and aII that. I've . -

' lived almost all my life-in Canada althoughi ... maudlble) Bur :
anyways my dad was born in Australia, grew up initand wasa ..
teacher there but he's moved um , traveling all around the worldand -~
he came up with my mom .‘ That's why I know a lot about
Australia.

R: You've spent some time there too. You zo]d me about that :
Jeanette: Ya. ...Umymy dad also sells Austrahan books

.

54

Jeanette generally does her art thhm the one hour time frame. Near the end she is *

questxoned why she never retums to any of them. It is qulte clear that she does not WlSh'_

to do so. Exceptions exrst- a cat done in oil pasteIS' She worked consrstently on it over :

several consecutive sassrons and was rather pleaséd with the the product Sometlmes

“when she finishes a drawmg or palnung in the allotted nme her commencement ofa .-

second piece depends'on whether she percelves that there is enough'- time to complete '

" the item. If not she usually wanders round chattmg with others or myself drscuSsmg

- .
a number of events, outsrde of school Jeanette often looked for approval or crmcxsm '

from others. In a tvu.ﬂmdent she engaged in pamtmg a bird that was inSptred from -

a 'memory of one of the-pigrures in a book that her father gave her the prev‘tous Sunday.”

R
A walk into her arca ettcxted the followmg conversatlon o

Jeanette: Does it look like anything now’
‘R: Whar's it look like to you? :
Jeanette: - Does it attract the eye?
R:Doesit? -~
Jeanette: That's your chozce I'm the arnst You re the obserger
R: huh huh. That's right. You've got it right. .
: Jeanette: There’s another bird over here in a nest. That's eggs See
- ‘the parents. (She goes off to ‘wash her hands) :

‘ : t

J eanette has astrong tie with nature. At one pomt she dec1des that enough time remains

to start another work of art and so she muses out loud - Tty

Jeanette Ya I think I'm-going t0 doa mouse. ' :

Sandy: You always do animals. -[}o somerhmg eIse 3

Jeanette: I love ammals Ammajs are my hfe K Ve
Ly v:Tr‘,f.ff o 3 2

'



At a later time, it is found that Jeanette does like to draw ’ almo-st any animal- the cute

: ones in parttcular such as "cats, dog kangaroos and btrds While looking

A

o
23 h
CN e

1

together ata set of recent ptctures of hers a new factor of art. as. an emouonal outlet

-corne,s_to, the fore:

R: So you re focuszng inon animals really o ‘

Jeanette: Ya, most of them are animals. (satd ina surprzsed tone)

R: Does that surprise you? 8 :
Jeanette: Sort of, cause um, I don't usually in my spare time draw

. -animals. Sometimes I do but not all the nme _},\
- R: What do you usually draw? '
Jeanette: Well, I just kind of scribble around and that Get out all

my.anger or else whatever has bothered me that day.
R: And you can'’t do that here?

Jeanette: kmd of want to do ptctures here and enjoy my free time.

Jeanette has two classrﬁcattons for her work--' try outs’ and masterpteces. A

tryout is "Just seetng what 1 could dd Just trymg to put thtngs together and that o

here '

Just trted somethtng Self dtscovery of what could work seemed to be 1mportant

'Masterpteces are ‘a completed ptece of art.” Personal sausfacuon in the '

& p.roduet is contrngent upon her callmg it a masterptece When she comes to ‘my

i 5

sessxons it allow hgrihore tlme to explore her art. }\s she states “I don't get to draw o

3"’}*: zw

véry qften L%fe, only when I'm'at art or when I'm doodltng, or when 1 m onv

holtd&ys, that's about the dnly ttme I‘,géi“;’s £ One Can see that Jeanette is tnttmsxcally

Sandy."

_‘S_andy'

~Sandy has a very determined mood about her. Sometimes, she came in w1tha

&mouvated but she is certatn,Lyati(gt as far along the intrinsic half of the conttnuum as

\“4

/v..

PR ) R v
o ,;, ) . .

' pre-pianned idea. Such ideas would be gleaned frorn_'sor'nething intriguing that she saw



oreven the_symbollc rephcanon of a drcam image. Shc is mdependent in the chmcc of |
her materials’ and her posmomng in the room. For Sandy, the art sessmns allow her to
- explore ma;enal_s and gwq hcr more time to eXplo;e thmgs she‘ wanted to doin herart. -
" She is rather busy with 'other_thif%s after school and nmﬂorart is not common. .She' ‘
~sees vi-t.moreb as a challenge to the self. -

: : % : L
‘Jeanette: I hope to continue these art lessons.
Sandy: Ya... not because I'm missing class but
Jeanette: Cause you're learning somethmg S
Sandy: Ya. (pause) And like, were learnmg how _gcan make ogr
feelings come out onto paper. S ‘
~R: Is that impor tant?
. Sandy: Ya -
Jeanette: Yes . -
Sandy: For me it is.
. R:Why is that important? '
. Sandy: Well, usually I just think in my head what I can really draw
. really good but I never get to draw it. sze this, it makes me. - -Am I
.. able to do it? ‘ , > :
: What do you mean you never get to draw ir? ’ .
t--like i in here I can take my time and let zt come this

U can't do that usually?
“Usually busy.

M later she rcfers back to thls dlscussmn and expands.upon it:-

g
§, PO

' and L can do“arfabetter wzth paints somehow

ls?%{% hy? Why is that? _

., y: Cause,'it’sidifait’s nothzng you have to press down you can.

DA just go lightly across: @gause) You don't really have to scrub or

';L ’,» 4 anythmg Oh, and know’what? I found-out this way on Monday -

© % whenart, like this art class. was dozng for us '

o R: Yes? ’ .
Sandy: Like it makes us llke, look ar thmgs and make it into art, .
because-like | was gotng db-wn thls place Ilke Groat Road...

R:Yes? -
- Sandy: And you know thf"re,are tree;s and everythzng?
R: Yes. v o
- Sandy: And the sun over:it, it mai@ it really look lzkel could take it .
- outand putitona pzece of paper ifl wanted 0. ( pause)
. R:Yes. . : .

. Sandy: Ak, I's rea‘fzy negt.

R: So, did your Iast pthure that you dzd help );ou do that7 Help you .
realize that? " - ,

-~
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Sandy Yeit' um, Wazt (she goes oﬁ" to smp Pierre from taktng
the Itquzd patnts to mix before she has set ouzf her deszred patnts )

5T

* Her reahzanon of such possrbthnes isa personal one. In these sessions art methods are’

—

| not exphcnly set out. The role of discovery i is most powerful In her. autobtography . |

: wntten some time later one gets thc sense of persona.l satisfaction that shie holds in her/

artexploranon , T ' : S '

._I love - to draw 'and pamt This art class has really let me -
become an artist. -1 can look. at.things and turn it into art.

- 1" have a cat -and dog Wthh I often draw -1 have lots of

hobbies- including art. ...

B ’ R . ) P
. ‘ . .

Sandy, tends towards an’ mc?'}nsxc motivation.. Whe‘h the sessrons end she seems to

sense much more of a personal loss than the others Personal exploratrons would nowr

Jx

have to be curtatle_d.

K

B

@

Pterre comes to me later in the study Somewhat c‘tfferenb from the other

_students he was put in my sessions because. tcachers percewed him as really good at 3

art and sometlmes it seemed 1mpossrble to get mm to do. what he was supposed to.
Coming in w1th a certam notonety thh in way o“f a hxstory of behavroral problems$ and

glftedness for art, it was percerved by teachers that maybe thxs would gwe him more

, 1ncent1ve for other subJects Iti is hard to say Just what he could do as 1t was dlfﬁcult o

get a good readmg on LQ. or related tests. He is very sclf crmcal of his work and

tends to downgrade it even though other studcnts adm1re 1t ~On many occasrons other °

students would come mto the room after school and ask specrﬁcally to see what PICITC.

was worklng on that day. Even unnl January 7 1n Plerre s mmd he d1d not yet do a B

plcture that was. g00d durmg the time Nas there One that he dld on hts own of a

‘Denver football player was ratcd good It was shown to me by another teacher shortly

~

. e



. S

' thereafter Pxerre had copled it meuculously fro'n a magazme pxcture One p0551b1e -

¥ : o

o reason for attnbutlng thrs oneas. a good plcture was the e'lononal tie he had w1th the_

L Denver team becaase mlly connecnons to the team The mﬂuence was even

' apparent i hlS clothmg He wore Bronco crests on his Jacket and smaller symbols on

some of hlSt shxrts

AL t"ustl tentauvely cla551ﬁed Plerre as very 1ntr1nsxcally monvated in‘art. He _' '

V seemed to do art the most often of all of this group In mid- January 1 got the followmg :

: explanauon for Plerr_e.

"R: When do you draw Pie rre7
+ .-Pierre: um, Everywhere every time | feel likeit.
| Sandy Yep, in school, durmg g‘_g,gsd_durlng a m
- Jeanette: Ya, everywhere.
- 'R: What do you mean?
Jeanette: Well (Iaughmgly) whenever he feels Izke it

I found n unusual that fellow students should speak for Plerre They did thlS ona

number of occasmns Pxerre was a rather popular fellow and was accepted as’

b'dxfferent ‘He was a person that could break or stretch the rules He was the

~ exception as reasoned by hlS strangeness. Pierre himself accepted this role as it gave

‘ h1m a certain distinction. )
It was common for hlS notebooks to have many sketches in them He hked to

do’ modern s,cykst amﬂ Stuﬂ that's kmda lzke ahead of our time and somenmes I lzke

1o do Ihmgs Izke um, warriors and stuff My zdea of a warrior is kmd of like a

barbarlan hs kmd of lzke muscley ' Cartoons were very popular with him asv_

' well Figures would be exaggerated and dlstorted similar to the kind of characters that

-one would find in Mgd magazme Pierre bnngs"up the 1dea of havmg to be in a

parucular mood for drawmg
3 S _
R OK. Well what kma”ofmood do you have to be in to draw7 * b

‘Pierre: Emm. (pause) kind of a. (pause) zmpanenz mood..

’
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R: Impauent mood?
- Pierre: Kind of like I m - anxious. When I 'm really anxious whe’n

get a good idea in my head and I'm really looking forward to go

- home and draw:-this thing and see what zt turns-out llke b :

‘R:So it's the ;_dea that makes you an.xzous?

Pierre: Ya. S

R: And then you draw to.get it out. i . ®
Pierre: Ya. : .o '

| It becam?uapparent that he enJoycd his role of<'domg weird thmgs and it mﬂuenced the

‘kinds of drawmg he would do ina pubhc setting. Therefore, what he d1d durmg the

'tune he was at school whcther in a regular class or in.one of my sessmns, was morc

! extnnsmally motlvatcd in that the effect the product had on others was cxtrcmely
important. - At home or on hlS own public 1 mouvauon s lcss dorm@m ~This i 1s evident .

- in pnvatc conversauon betwecn PICITC and myself:

Pierre: um, My artat home is a lot, m/ 7e emmm, | can’t ‘explain it.
- I don’t know. Mostly I draw more realzsnc things when I'm at my
~ house. ;
< Rt Why is that?

Pierre: Well, I don't know.

R: ... ok, Tell me about your art at school

‘ Plcrre em, Well, I like to think a lot about what I draw f rst cause
like, all the kids are really interested in my art and sru]f :

R: huh huh.. _
‘Pierre: And so'] really plan hard to like, try and like, make um, Izke,
impress them with my art. , ¢

R: Is that zmportan you? <

(He nodsj & %% h )
R: I noticed many, Of they came in and asked what you dld draw. I .
was noticing: that" 'Wliaf about yourself? Does the picture please
you? '
“Pierre: Um, Sometimes it doesn't bw usually it does (pause) None
of these are really too good.
R: ... Uh, Is there any dzjference in the feelmg that you get when =~
you do art at home or when you do art in the art cldss- in the regular ’
“art class. Is there any difference in the feelings that you have?
¢ - . Pierre: Well, when I'm at school, I like to be like, funny and things. -
‘ - like that, and I like to make the other kids in the class laugh and stuff
@ . whenlI'm at school doing my art but, when I'm at home, 1 like, like
o . when'anybody comes around, I say, I start complaining and I téll.

o, .

' . &; i em {zke when my brother comes around and starts taking lego and

. building it in front of rhe and stuff, I tell him to just get awav aud I -
like to be llke alone when 1 draw at my house

*‘l"’
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E of Pterre S tmages ever got fimshed On}y when o :

| a dtsplay put up did he force htmself to fimsh an 1mage Thls'was more out of a

concern of other students that he hadnt put anythtng up for dlsplay Otherw15e he

was content w1th the attentton that he would get from his partlally completed imagesor =~

_with the vmcrng of hlS ideas for 1mages in WhJCh he would give fany detatls that
s._/

would attract the attentlon and somettmes laught;r of the other students He never

"returned to previously begun images.

’ from the others When she i is with others she often has. chosen her place at the table : '

) : - | . o o

. ‘th in

before the others Her self-tmposed 1solauon is standard behav1our and with thts she

-, does not'usually initiate. comversauons bua.rather reacts to others comments to her. At

'~ times she even -chooses 1o ignore such comments_because from_her viewpoint others do -

—

not understand what she is doing. Her setting is chosen‘in a particulate manner even to

the po'mt‘of noticing the.type of light:-
: A

R: 1 noticed thiit you Sit usually when you do art. Now some people
‘stand,: some people sit...(cut off)

Catherine: I have to be comforiable. Like I can t---lzke I couldn’t sit
on my knees and do something like this- I couldn’s. It would be
'1mposszb1e for me because it's just not , not how I draw. I have to -
sit orelse [ ¢can’t draw at all. It helps me sort of, cause my arms, [

- have enough room (spreads arms) and there's nobody beside me -
and'l can just sit and I can do whatever I wagt when I'm sitting. -
But when I'm standing, like I can't stop my feet from moving and if
I'm standing I'll be emmmm (moves feet back and forth). 1t would
change my whole style '

At one point she is questionéd why "she.chooses‘ her particular position and her reply

introduces a new aspect concerning light:

.

In‘ASharp contrast, Catherine would usually choose'to' go off in the room awa'y .

e
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_Cathen.ge Well I came kﬁtﬁause ir's Itght I need a certam tint of o
light. : '
.R:Sois light tn()?tanﬁ R o e o
Cathcnne [t depends on what kind of drawzng l m domg Ltke ifl -

" want to do a candle light dinner of two people, I can do it in the
dark. It depends on what kind of light carches:it. So; how I can.
draw trqutte nice. Somettmes you can draw in the dark and make '
really neat Iooktng patntmgs

" Cathgrine is very definite and determi‘ncd in her s'peech."»She speaks convit}cingly about
“her art. She has a scn‘se about hcr that shc knows.cxactly what she’ \@“\YS,‘;do and -

O don t Itke drawmg exact thtngs “-She prefcxs to work abstractly

¢ how thc 1magcs rclatc to hcr Shc does not hke observation drawmg In her words, 1

Cathermc A just love doing abstract It s my favonteb
R: Is there a different feeling doing abstract (mterrupts thh yes )\

_ than to doinggomething else?. - ', .. e ;'..a'*
- Catherine: Y5, thereis. :’ ERER I v' S T
R: What is that? A Y o T

~ Catherine: Well, when you draw abstract You don t. ha\ze to kee‘p
looking. You don't have'to go ( demonstrates l&okmgsfrom paper o |
an imaginary object) like, 1 ‘just love @ just tdke my pencit: and
move it around the page because wher. yau draw, when you-have tp
do, when you do somethzng exact youwcan't takg your:pépcil and not .
look at it and just do it, a line:;You have 10,be constantly Iookmg at .
it and your pagler. So I just ( use) try abstract It r?:akes me feel
(pause) more happy . : S LA,
R: Whaitsabstract to you> R KT
- Catlferije: Somethmg dtjferentt n tt really is. lts r;ot exact "but
've sort of ¢ ged it 10 the way you like t. (pause) ‘and’
10GkS better to you. It mtgjzt not look. better ta other people but
" it-looks/better to oné person, maybe two LT :
" R: Doés. it feel different? e e, ' ‘
i Cathcrmc huh huh Ya it does ,_‘;'.,‘, a

>
.

vt

-
. . . ) ’ . . . , . )
-Catherine perceives her mother asga pmntpf and has strong home influences of art. Art
D i ' T
is seen as a positive value worthy gf cultivation..

Catherine: My mom is a pamter She doesn't think of herself as a
painter but she thinks of herself as more of a talker about painting
' bu; she has thts easel that she s allowed me to use.

-}‘\



.Her determination and internal drive are evident in her artist's statement. -
R .
1 work by setting goals as my mother did and try to make
. acromphshments 1 want my art to be the way | want ‘them
~tc " be, -not the way .someone else wants them to be. I work
- under my - mothervs influence. Mostly I like working when -
people are talking .or I like listening to the radio.

Cathenne obw&is‘ly

Joe on the other hand would usually ¢ome into the room and se&t a clean
‘sheet of paper. He draws, "for enjoyment and 1 Izke ir.” but also "It's a good pastlme

- for when you have nothing to do When he is not 1m1tat1ng actors or smglng the

* song lines, Joe works rather quletly I got lccustomed to hun rnethodlcally workmg

Y
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for ﬁ‘nrly long stretches at a, time and then watchmg him su back, look around ) '

. contemplare or CllClt a gonvefsatmn I became aware thatI had adjusted to his way of

| ~ When asked to talk about his: ah Joc states:

Joe: Well, um, when I do art lzke It's not always when I want Io be
with people. Like, somenmes I like to be alone when I do some art.

~

'Hxs feelmgs of the art process proved mteresnng

‘R: ok. How do you feel when you're drawing?
. Joe: Sometimes I feel happy and sometimes it's kind o a, um ,
-, kinda mad at something. -
‘& R:uh, ok, could you expand upon that?
Joe: Like, uh, sometimes when I'm mad, um, 10 get over it | kinda
draw cause/!zke drawmg _

.'\.

ume sunng back eyes mofnemanly_ flosed and cnncxsed him for not usmg t1me well

°‘ e chers walked in on a session, saw him in his relaxed
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" Joe hkes others to see hrs work ‘He usually keeps more to himself and seems: to enjoy

"63."

the sessrons One tlung that sometrmes makes him hurry near the end of the class is

: brs rush to geton toa computer durmg recess. n a few occasrons he. notes that he is .
ANS
()

_ mlssmg computer hteracy durmg the sessron b phen. grventhe opuon of choosmg
| between computer hteracy and art, he would mvanably choose an |

Joe talks of his home drawrngs as drfferent from those he does at the schdbl.

- At'home he draws faces shrps in the future or spaceshrps l-Ie characterizes’ hlS home .

drawrngs as-more mechamcal as they mclude space crttes cars’ and robots Early in-

x 'y
A

h he par_nted a dog or wolf in the wild and said: - -

Joe: Well, I haven't quite drawn stuff like this and I wanted to szart ,
see how good I'matit. So Im just trying it out. : '
R: Ok. So what sa onf mean to you? Or what does a dog mean to
you? S !
Joe: Well, a dog, I've got three dogs at home and a wolf--it’s kind
of a wild dog and 1 like dogs too--just about as much as horses‘ S0
I'm starting to just draw them and thay.

Ttis common for students to grve a home reference when questroned about the meanmg

o’

of thexr art. "Khere is the sense of a wrlhngness to take risk for Joe. He is not limited to

2]

- -drawrng/parntrng thrngs that he feels sure of dorng well: Tt would seem that Joe

_ dtsplays characteristics more towards the mtrtnsrcally motlvated end of the contmuum -

~

- in art work. Co Co L o

Blak o'__‘g;

Blake and Scott stayed together dunng vmually the entrre study When

one was absent the other would gravrtate towards Joe Scott was more mdependent’ )

’ than Blake and would often initiate the choice of a partrcular actlvrty or tdea. Both have L

used art funcuonally at some p’lnt F&r example, the use of a maze or the drawmg of a " é

Vrdeo game front to then use as conlrols in an 1mag1nary game Even though art is -

0



h1m to thmk that it was p0551ble for h1m to draw S L '-a’.; y ﬁ.\'-:.j j,; e
N ‘ - w; ‘ S E . . ‘, &
 So far in my. hfc I haven't been 1c any art _gal}cry R »
»but I still like drawmg for fuu ‘My family doesn't );ealll
crave any art or anythlng But I Stlll lyve 10 draw. PR g,‘u; d "?
' At -one time I drawed.all ‘sorts of- ammals for ckmy bapy"o i £
brother. [ also used to draw whatever “he - wamed I also T S
drawed pictures - for ‘my ~ parents and visitors. . ...- Cat y
I also like to draw" people. Wc have a blackboard “at o

my. placc, and 1 usually do rOugh copys on 11 ﬁrst 'I‘hcn l

do it on paper. . . T e :"‘,"

Blakc often made statcments Lhat werc annoymg o, others éHc d.ld not

'nvolved in what he was domg at any glven moment_ Pauses for IOng

o convcrsauons ‘were common Somc, of hlS seermng mdlfference{xay be attnbuted to C

£

. hlS own percepnon of an mablhcy’(o do art and thlS gets translated 1nto a lack of desxre’ R

“todo art. The followmg conversatxon was heard from a tape placed near Blake and:-' '

chott: o
Blake: I1's a gomf class but,L can 1 draw Jesus
. Scott: You can't draw Jesus? .
A Blake: Can't draw, Jesus ?7? Im in trouble huh.

Scott Deep rouble. o .

»oy

‘.
o

Blake autobiograpically,displays his recent interest in art due to a sense of achievement o

he feels. Self-esteem and level of confidence have increased:
I began to like . an just this ycar 1 like it because I.can
do it better and I can get good ideas. - Now I have the skill o
use - equipment .like charcoal, paints and “pastel. I don't
know . how I madc it into thls art -class but I guess I Justv;;
.'lmprovcd in my -art. '

»
1. ¢

¢

&
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Hrs autobxography also seems to 1nd1cate a more matenals-onented approach '(o art.

Scott put l'umself far more towards the intrinsic srde of the continuum whereas Blake :

. set htmself approxtmately rmdway between the two conunuum extremes.

65

“In the final analy51s one ﬁnds that Andrew and Cathenne are the most

mmnsrcally mouvated closely followed by Sandy, Joe and perhapschott Robin is

mtnnsrc m the process and exmnsrcally ortented n product Jeanett# Farley and Blake

: are medtally located in the contmuum and Tammy and Enn fall furthest along the’

’ extrmsrc endof the contmuum Pterre s art w1th1n the school boundarles has extnnsrc-

aeasons behmd 1.whereas hrs home art seems to be more mtrmsrcally mottvated
'r

lnterestmgly, the grade four and ﬁve students put themselves as more mtrmsrcally»

onented than the grade srxes Could it be that the grade srxes have absorbed more of

v -

ol _
wlrat 1s expected in our contemporary westem culture and are workmg towards

confomuty because of thetr developmental stage" At therr stage peer pressures become

stronger and there is a need to belong to the group as opposed to bemg different from

Now havmg exarruned the characters in terms of extrinsic and mtnnsrc

mot:tvauon 1t 1s possgble to group pattems together to elucrdate themes in the study.
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CHAPTERFIVE

MEMBERING AND PRIVATE SPACES
. School and things that p‘&‘ht'rs have taught me even keep me from painting as [ want to.
I decided I was a very stupid fool not to at least paint as I wanted io and say what [
wanted to when I painted as that seemed to. be the only thing I could do that didn’t

concern anybody but myself-that was nobody’s business but my own. So these
paintings happened.... I find that I have painted my sze--thzngs happemng in my- lzfe-

B without knowing. -Georgza OKeeﬁ"e'

For purposes of thls study, the characters who desired domg art for themselvcs‘
' were the focus Such a dJstmctlon between the. characters was made well into the data -
. gathermg Those 1ntr1nsrcally mottvated characters seemed to express ‘more common
themes and although these may be still reflected to smaller degree in those extnnsrcally
| _motlvated for art,.the intrinsically motivated remain thecentral focus. This chapter

“serves to identify and elaborate upon the discovered themes. -
; Generai Themes:

| Fo‘.ur Im'ajor_:’ themes- are prevalent among these students. It was the'.intrin‘si.c_
< "'charactcrs that seemed to be more intimately linked with the themes. The ﬁrSt theme,
. :hat of hvcd expenences, can be found 1&::1@ degrees in all of the characters 'I‘hrs
s also essentially so for the second th of drawmg structurc and dlscovenes
- Slrmlar characterlstlcs occur in the results of art that glve the thlrd theme of social
.‘results Inmnsmally motxvated characters have a fourth common theme of a qutetm g of
- the world with some students operatlng on the level of extended metaphor Each of _

these thernes will be drscusscd and representauve character examples provrded

-
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Theme One: Lived Experiences: Remembering

of thoSc that were identified as "inb_tﬁnsicalvly motivated or cveitowards the

middle of the,continuhm,' it became evident that onq"gf the things that "'ngv ail‘th'ese

chafactc;rs together with their art was; thét many of the images they cho:
'rvemcmbcri'ng of d{c original exps,r'ience;‘. On occasion this ;\\;as done 1in terms of
, mctaphorical hﬁages. Thg. image théy p_rodu.céd’ became avi\:‘_pr'c‘scnta'tibn of tjhe:on'ginal
lived .cquric'nce., Those to the ‘fl‘irther end of the vextrinsic end of the continuum seemed
to have less’%f an identification with their art. The recalling of specific éxpeﬁ;nces in
their images seemed to be much more rare, 1f atall, |
For those opé’fating to the far range of thc‘intrinsi‘c mode,-dcscn'ptioﬁs c?uld be
- very defaﬂé&: —;I'he’y sceméd to be more éwarc of t‘hg' influence o&thei_r'g:xpcri ces. For

example, Cathérinc, uﬁbn éomplcting a landscape painting in ‘which we S€

coﬁ“p’lcpf buildings and many trees, volunteers mich information about the painting. ..

. The scene is placed in the cé}mtryside: ) - ( '

4

‘Catherine: ... It looks-like the road that goes on my cousin's farm -
except they don't havé [a well]. (She goes on to describe her
grandfather’s well and it’s different uses over the years.) ... and
there is sort of a little path and it has pieces of grass growing in it *
and mostly red little pebbles. He's put two boards along sort of,
but they're not nailed down or anything. They're just aré\lqmey’re
not ever nailed together. They're just there. He just lies themn out
cause that's where he can walk back and forth. That's where they 7

ake a motor bike-like my cousins live here and my grampa lives »

- way down there. They take a motorbike through the path and stuff.

‘They have um places in there. ...and the more treed places has more
water in there. And this place, you know how I did sort of reddish
grass, darker lighter sort of different colored grass. . .

(One part of the picture has.a sign with the words ‘old stys’ on it.

Jeanette has come over to Catherine's area and she questions

- Catherine as to its meaning Y - B
~ Catherine: I have no idea. I just made itup. . - e

- R: What did you make it up from? , :
Jeanette: How did it come to be? = : :

Catherine: I.don't know. [ just was talking to myself. Stys came
up, so I just put s-1-y-s It could also be stys but I called it stis.

/\5’.\ "d“ 3
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Even her abstract images bring memories to her In one vinéta'ncé,'sh.é sldwly drops |
paint onto the page, sits staring atit fora long'dme,; thch adds mofc pﬁht. S‘he tells me.
of experiences " When I was in Los Angeles, [ where ] there was a sandy beach witha -
whole bunéh of pigeon marks... S-he goes on to tell rhc of tﬁe two ‘beaches she was at
in-LOS Angeles tWo‘yeaks before. Someﬁrﬁes combinations of Arer‘ncmbcr_cd images
 ocour as when she draws a wax crayon pi'ct,gre of a 700 with a path weaving ovcrjt.hc
Ia_bcléd animal cages. In this éé;e it is 2 combination of things shé saw on television as

well as her own experiences inCalifornia.
; .

Catherine: I've heard this and I've heard this on television. In
"California there's this- this isn’t there, but there’s this drink stand,
but you don't have to stop moving. You're a runner. There's a
running trail. You put down your money here. You pick up your
drirk here. No, you order here. You pick up your drink her§and . .
you can throw it out there andyou can keep on running. ... these are .
boards. This is a hurdle- boards, tires, a barrel and a hurdle to
jump through. ..They had the sideboards along here and they sort

of had reddish brownish rocks in them and running trails. ...I didn’t
see the whole thing, like I did, they definitely weren't like that.
They weren't that close together like that. I heard it on television
and when I was in California you could see the running trail. You *
.can't see those, they’re in the middle or something, put you can see
the running trail that they lead to- cause there's ‘a whole Gunch of
running trails in California. It's so hot out all the time , you hgve to

. have g running trail. ' - ' :

4

\viA"lso of significance in this picture is the Backgfound of a variety of hipp»ovI
signs. The hippois a recurﬁng éler_neht in hef images fu'id is undcrstobd byy the other
§tudé;1ts thaf.she comﬁmnly draWs :hfppos., The hippo hasina sénse, cOmé to.staﬂd for
hc’rsclf; :SH(: has a lengthy associaﬁon with the hippo‘. (discussed in a later section)
Somc_u'lmes. c_x_periencc;.s do not even-have to have occurred in the actual event to
have an iriflue-ncc.. For c'x'am‘plc‘,v Sandy drew the form Qf a dré;im imagi:' she had. She
mentioned it asa reéuning dream in which she goés round and rouﬁd but ficvcr gets to

the end, or centre. Fast food, which she surmizes becomes the object, as she was



‘ :,"vsomewhat hungry becomes
On another occasion she Jmes in with a pre- planned sketch of a mall formed by‘

assocrauons to still another personal Ob_]CCt ,

.Sandy Izke this, One morning I was in bed. and I was really tired
but I wanted to do something. And like I looked on my desk and’l
saw, I have this little thing, this funny little thing thats two triangles.
and like they were put together almost like this, and I thought it out,
owt of that. -1 thought, hey that would be great as.a mall. '
R: Um, OK, is.this an idea from an actual mall?- _
Sandy: No, not really. Not that I've seen..Well, kind of like the ?
-~  stores are, but that's all. Like I've seen lttﬂk balloon shops and
. things in malls but like the, like the shape of itis dzjfferent from all -
the malls I've seen o .

: R Do you Itke malls’ '
Sandy: Emm Ya, I guess so, but maybe it's because %ke during
Christmas, I was always out in.a mall. Like every smgle rmoment.
R: Ah, I see.’ Like: just about every day?

Sandy: Ya R

Many times during the course of the conversation in the art room, students
themselves would arrive at reasons for doing a specific'image. On this occasion,

' Andr'ew is at a back tab'le‘ and Jeanette is near me at one of the tables near the windows.

- They are conversmg sporadrcally with occasmnal 1nterJect10ns from Prerre who is

3

across the room. Andrew is painting what appears tobea 1arge rocket about to take off

from a planet. A pause-in conversation occurs and Andrew suggests:

o)

Andrew: [ just thought about where 1 got the idea for this. ( refers to
his picture some shutle on a planet) “, '
Jeanette: W. :

Andrew: Thzs plcture

Jeanette: NASA--The ._xploswn

Andrew: No. , )

Jeanette: The killing of whaever astronauts. -
Andrew: Lego. ...I have lego and I like to play with it.a lot and I d_Q e
and I guess me and my friend, we had build>ort of like a... Well’
ya, a station in his room and it was szmzlar to this so I guess that )
why I drew it this way. :

I
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~This direct associ'ation' was’ unusual for Andrew His images were often more of a

_ metaphoncal nature. Thls would be more evrdent in the mood he created n hrs 1mages

o

Even those characters that tend 0 he iowards the mlddle of the conunudm :

show much personal 1e1auonsh1p with the ‘image. Jeanette draws ammals that are
' clearly from Austraha but her associations also occur-on 1mages that could be from
other places Typlcal of thrs is when she is workmg ata center table on a chalk pastel
prcture of a rambow over a sea. To the observer thls could be anywhere but she
votur\teers the followmg mformatron ‘ - s
Jeanette: Its in Ausrralza I can tell. [ don’t know about you butl

cantell. | aeag.. g
She continues: 4 1 ‘

Z ElRople here have been to Australia?
R: I don’t know. &' Auences you, doesn’t ir?
“Jeanette: Ya. o * o
R: ! noticed: you 8 <R tralza quite a blt
‘Jeanette: Yes, a loPsyane commumcates with relatives] once in a
‘While, cause it's expens;ve to go back ang: forth. In fact it’s very
_expensive but once in a while we get there. It was our Iast time that
- we have seen them was about three years ago

2 .

Occasionally, during the drawing of her Australian animals, Jeanette reminisces over a

place in Sydney where she saw emus, kangaroos, and-wallabies. Direct li‘nks b.f bodily

livad experiences with her irnagerv’ is observed consistantly.

obin, takes an object in the environment and then makes assoclauons wuh itto
. make a prcture For example, she takes the piece of driftwood that I brought in and
reconstructs. a place where she spends time with relatives on the coast. Son;enmes the

things she draws are"places that' might be neat to go."” Scme influences on these images

are from books and rﬁlaces she has read about.

" Also as a direct correspondence to bodily experience, Farley initially drew a -

couple of birds and told me how much he enJoyed bird watchmg thh his uncle Prints

of pictures were brought in oecasronally to.show a wide vanety of art The one Farley

- a .

W



e ' } '\'_>."~ S
_ R Thats xmerestmg, thats really mteresnng- so it's a sense of S
.- -almost like you're alone in the world? - :
v " Andrew: Yeh, I guess.--because like, as it's like as ifI'm trapped'
-~ . uh, in this cely, jail cell or something and like, see-you .escape -
~_/through drawing like, you just, your magination takes you into a.
different world --(Iaughs) -Sée like--like sqmeumes b nght draw-
 like, wherelwanttobeatthamme ‘
-—or .
R: Am.Lcorrect in, saymg, the timb- period: ? that yBu nught want to
- be? Bec%use these are of a dtﬁerent time period #han the medzeval
> times- soft-

A ) e
. Andrew!Yeah - ’ oo
. R:-So )us not only where, us not only }y_bﬂg_ in the sens'e of - T

o Iocanon, it’s, um, tzmeaswell right?’ - - o e

'_Andrchcah A C e i s

Jeanettc 1s present when Andrew starts his descnptxon HlS dcscnpnon is found to bc

N fascmatmg and enhghtemng to the othexs- théy find that he has given words to sdme of

_—
~
N N

: thelr own feelings about art. Jeanette follows it up:
- . J

L ESnG.

-

Jcanettc Um, well, I like being alone, and sometimes it’s ‘the same
- also when um, 1 think of the product and it doesn’t turn out the way :
Iexaczlywamedztro .’ , <
» R Soyoucantplanapzctur reallyetther? \‘
Jeanette: No. - ( ;
"R: 8o the picture changes?‘
« Jeanette: When you do it. .
i As you put the lines; or as you put the shapes down7 o
" Jeanete: yup. ‘ ek
‘ ' - R: Oh, what about the sense of aloneness I'm really mterested in =
* . that. Whytsthatmnponamandwhar what.is alone? : . ,
L ~ Jeanette: Lonely,. lonImess, it kind of helps you, cause like, you - .
- don’t have anybody saying ,well,.you should do that, and that and, oy
when you finish it then. you have more of a Joy in showmg people . -
_cause they haven't seen it yet. . .
Sandy: Yeah, they haven't seen wW you‘Ve been domg
- Jeanette: And it feels all nice cause-- :
-R: 8o would I be correct in saying that ))ou feel better you feel }

f better when the picture comes from you? ;

o

' 4 o

Jeanette: Yeah, sort of--Not always, so when‘you re domg

a really good masterptece, Yyou want to go out and show everyone,
* Hey look, whatl vsiomg’ S :

R: huh huh -
o J .

Pierre proves to be mtcresting as! bcgm to ‘hndcrstand that the art that he does :
in my setnng ‘has not been scpatated fmmschool art th(way many of the othcrs havc
dxsungmshed 1t. Rather chrrg 1s domg an for soclal approval in tlu _ ttmg. but in a




T

'_"V '_ v(‘- . - .‘_’ { e : .. “ - ,.“4.;" » O : ’ =
- “home setting art process is_'dike’ren_t. Pierre brings up the idea of beigpalong when he

~ PO

R ‘OK, Is that tmportanttobealone? e v
‘Pierre: Um...wellgsometimes I like to be around people cause tt
. encouragesmealot I R o _
o ‘Pierre: But when other times when I want to really do an accurate .
' picture that I really Itke want 1o tun out good I like to do it Izke
alone. .
R: OK. What does the aloneness, what does the sense of aloneness
giveyou?
Pierrg; It gives me space, S0 I can, I can like thtnk better and get my.
. ideas ster. , v _
®. -  RiOK. A ' ' '
: . Pierre: So when 1 go to draw, then I can. get better thtnkzng space

R* Is there lnythmg beszdes the sense of aloneness that you need . v
_Pierre: Emmm.- I need a,... a nice comfortable place where I'm = "«
-surrounded like where I'm in a place that's artsy- like detailed or
when I go}tfan art room or something that brings me, cause it gives”
" me more of a art, artsy feeling like I'm really like the artist here
because this is the art room.
R: OK. What about at home, then? Because you don t have an art
.t room at home?
>~ . Pieme: Uh. At home I Itke places that that aren ‘t very lzke messy
R andareem ,nice. _ ‘s
"~ R: Cornfortable7 i : S S .
j .~ Pierre: Ya )

.
%

-

v

. Pterre offers drfferent cmcumstances for his mofe mtnnsrcally made an as opposed to

—
\*

'the way he operates for any art ina school settmg S

One sees extrcme drfferences if Andrew s or Catherme s funcuomng and behefs a
are compared with the more extnnsm students Tammy, for example, does n0t mmd -.
workmg w1th many people round her and actually prefers to be w1th people ThlS is
also true for Enn Their behawour afﬁrms this fact along with the;r apparcnt anoyment
| of conversmg wrth those dround them .

Gcncrally intrinsically mouvated students in art have a,desue to make artina -

. mere isolated setting than those that are extrinsically _monvated. This does not fule out

4

+



the desrrabrhty of SOClal reward and approval for the art producutself 'I’he behavrour

and verbal statements of Sandy, Jeanette and Andrew would support such v1ews B

BodyRiyis / e

‘

Ent-unned w1thm the act of remembenng and the alonen)ess of al‘t come body- "

‘ rhythms to funher set oné apart from the rest of the world- to quiet the world around the ‘

" self and relax from outsule demands. There are dxfferent .ways of achlevmg thts but in

-

. 50 domg, they also allow a companson to the regular curnculum, a theme whtch '

mtegrates the others and will be explored some‘ivhat laer. .

For Catherme, body rhythms may be the swmgmg of feet and the sweepmg of

hands across the sull untouched page, somenmes 1o the accompamment of an almost

ma.ud1ble hum Snll unsmlhng, she sweeps her gaze through the room perhaps .

| stares out the wmdow, then begms her i tmage Pausmg occasronally--her feet snll '

‘ movmg gently, rhythrmcally, at times stlll and crossed at the ankles-she contmues her j

| ~image.. The sense of space 2 about her is 1mportan”i‘ for relaxauon and freedom 1 have’

: learned to listen, for she w1ll talk of her images 0 me, all the whtle engaging in a rﬁ |

. » .remembenng, for she has remembered once in the drawrng, in what the i 1mage has

commumcated to her, and then aga.tn for me. In such conversauons there is a contmual

: refemng back to the image, arms sweepmg constantly about, sometimes’ companng thts_ .

1mage with that i image. Almost all Ineedtodoi is sit and hsten There was a ame when _

I realized that all of this conversattqn mtght have been closed to- me, for of one

-

parucular mctdent that stands out early in the sessrons other students cnttctze her art and

character She looks to me: to see. what 1 will say of it, and I respond m ‘non-

' f Judgemental fashion to her art makmg This has been the test. of her trust-in me.

.Theteafterlamablewgetextendedexplananonsﬁ'omher R

f



Sandy, though Just as detenmned in herdesme of art, reveals a very dlfferent set%
of cucumstances Usually after settmg out pamts several brushes ready for use, and ar”
bucket of water to clean off the brushes and paper, she grasps her brush, p01sed above . o
the page for several thoments looking' around the | room and then back to the pape'r and A

r after a few short. seconds ~she be%ms decxsxvely At times she wﬂl hum or sing openly |
! of parncular unportance is the sense of not feehng pressed in time, Just to let herself
//_, comeoutmthepamt. S

Sandy and Cathenne are exemplary of rhythms of the mtrmsrc mouvanon -
Plerre is an mteresnng character in that he seems to play both 1ntrmsxc and extnnsm ,
‘ roles dependmg on where he does his art. His art malcmg is full of performance,
' somethmg that the wewerxdf the ﬁnal product would never know about. His entrance ;
- to the room 1s a pre- performﬁnce-—spmnmg3 hummmg or. squeakmg mtermmently he
grabs a paper by the comner; héldmg it still by the corner he, lets it ﬂoat through the air
followmg his turmng body Plerre usually chooses_one of the m;ddle tables of the
room Lookmg round sometxmgs elbow restmg on the table and h1s hand agamst his
face he would decide what to draw or be in tlusposmon when pausmg in his drawmg
| Often hxs ﬁngers would drum agamst the table,- each f'mger hxttmg ‘the table a split |
: '_ second. apart creating a rmm-cnescendo agamst the woodentable, someumes to the pomt
- of irritating others. Occasmnally he would drum with a pencﬂ or pencils held firmly in
‘hand, much like a rock star ona snare drum, body jerking to his beats. There was a
coiled‘te‘ns'ion about him. 'Common also ‘was the singing or humming'of some song
" during the time of drawing: o |

R: Do you hum to yourself at home when you ‘re domg art cause 1
notice a lot of times here you're humming."

Pierre: Em, ya, usually I jump all over, all over my room when I
pick up pencils, I spin around, and I sing. I probably szng more

. than I do here.
 R: O, so there’s actually hke a performance that goes withit? -
Pierre: Ya (laughs) , N 5 SR



Bryson s smgmg at first causes other people to wonder aM call out hlS name ‘[t xs -
. ,explamed by Jeanette that Btysbn doesn t usually smg, but Sandy explams that he does"

L

Smg when domg hrt. I had the occasmthto quesuon htm on what he thought d)e smgmg

.\

J.;,,é 4

Ny

.+, . R:How? How'sthat? . S
oo Pierre: Itjustkmdofbnngsmearowtd ' e
7. . R:Well, what does that mean "brings me around”? v
0 P?rre It gets me um, em ina good mood for drawmg
v RYs thattmportant’ , o
. Pieme: Ya., ' '
‘R: Does it matter wha)you hum? .
Pierre: Ya, sométhing with a good rhythm -
- R Oh, so rhythm. lSﬂmpUr‘tQtlt’ (Pierre: nods) Do you think of
ch e words whq.n you hum? - Is it some song - you know or is it you .
" . making it
e Pierre: Unm. Some, songs that I hum.are songs that have been '
¢ ~ already done, but some of them, like the one I was just domg is,one -
R that I made up. .
“R: I was just cunous,---Well you dtdnt say what brmgmg you:
around was or is that getting you mto a good‘mood7
- Pierre: Ya, for drawmg S K

>

~

Coarw

t

v N -

Lmtude todo art. It 1s at a later time that he menuons a feehng of * unpauence or
;):'4,'\,-’ 2

.

hii ~ anxtety as necessary to do art.. I-hs words seem to sum up his tensxon that I sense

v

"a“" from hts body movements and hls sporadic ﬁts'of dmtnrmng

Tammy Enn although usually, choosmg to follew Farley would usually get*gponges

. dtaw, the main focus for Erui and Tammy seemed to be soctal dfscussxons For Bhn
: \

there was offen a nervous laugh_that punctuated much of the conversatton as she

dabbed at. the paper thh brush or sponge, often creattng patterns over and over thh

the same movement ona poruon of the page A Jolnng relauonshrp wnh Farley exlsted

“R: Bus, whatdoes hum;mngdoforyou? Tl e
Pierre: Itmakesmesothatlcandomyartbetter L T

Plerte links the rhythm of music orrhythm of his body w1th gettmg toa posmve :

Gomg to the other end of the motivation spectrum we look at the hab'lts of Enn 3

he; pamtmg Her, Tammy, Robm and Farley would enJoy watchlng the3pon’ges '
;g grow as they put some: of them under the runnmg tap -Once prepared to paint or L.



= "other students as related to the tmage of a hlppopotamus Over t1me I reahzed that she

BN

- f't.Bch Enn and Tammy were accomphshed in dlscussmn It contmued qulte Gonmstently_..' . -

<~

V'.:':"'tas‘h"lpamtcdordmw B R : s RN L N DR
| Gcncrally, whatevcr tbe students dxd md1v1dually seemed o be for the pu,pose .
Of gcttmg prepated to make the 1mage ina relauvely calm state The chax‘acters whose_}."' B
' '._hablts are more prénounced such as Sandy, Catheﬁne or Pterre, have been drscussed’i!"‘- : .~.
. 'here ﬁr greater detaﬂ as thetrbehawour stands out from those that would be mQre quiet -

' rhave less movement. g :
. Thc qmetmg of the world that engulfed certam charac?érs camed foraselectfew

' 'i';another level of.functlomng This w)as the metaphonc nnages created m the1r qmet- L

"contemplauve worlds ;_'-; ﬁ ;-:'- D :_ L «;' S

B T R A o e

- ) . bl .
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_ Only Andrew,and Catherme deal drrectly in.an extended metaphoi’ ’Dhrs was' | ) :
: :5‘:_ i-.‘.apparent only after I had been workmg wrth the group for several montlis For,_._ R
Catherme "hc unage Of ththppopotamus seemed to supface qune often and I had -

_ " »nonced that other students almost expected her to draw them. She was 1dent1ﬁed by the .

) had} done much readmg mregards to thls pamcular ammal and knew a number of thmgs‘
' ’about deferent specles of htppos Fmally, I du'ectly questtoned her as to the rneanmg ‘

’ofthelmagcandhowitrelatedtohw | . e

‘R As I'm Itstenmg to the tapes, a and I was going through your.
pictures, I find tl.e theme of hippo comes up again and again. Um-
‘what does @ hippo mean to y0u orin other words, well, what are .
- hjppos for you? | : , _ -
Catherine: Survival. 3

R: Survival? Can you explain? X& , :
Catherine: Well I find it fascmattng how they can take such rough -~
weather and how they survive through being lost.and getting their

ears bitten off and all this, and I find it really fascinating and -~ -

-
R



‘,._/ive ih ltght Iwr weather Thats ot -
) A I -petas from They, take like the famines. - .
L waSoregflikes its. eople M& h. lwasreadmgrhtsbook S

L Itgwas Tig s 7,7' Qmé’slgfeand re was no water. It's what- .

- . theyq OURIET ’é ---what they look like or somethmg like .-
‘,@ﬂ'erencet e, e T
”“kahkeltswhatrhey

L \,

_ Sou siart liking the hippo?”*
ine: Henlwasoneandahalf lgotmyﬁrstthpoandl "

ha3cou got you 're ﬁrst }uppo’ :
_ Qha cbllectton of 78 and I, the first one, my
$10f) Al &) o that had died walking across the .
. me:n uﬁw-_ opotumuses and that's how I became
_ . 4, (P e) Tfnave glass ones and mg?'ed ones and ~The
S «,ﬁrs ne "“-— dsndfedredone. = . |
- a&v 7Y ; 3 e.t, egmngs bawnes, all this stuﬁ" and I just- -
37 o (gg but f don't care.- Its just sorqethmg that

Ppo Age as'a’fr%ﬁensmnof self becomes ametaphor for the Survwal of

thc éelf in the world. It also corresponded‘to the apparent ‘duck sfnn"’that Catherme
 hadin regards to commeM lf or her art 1deas from others «Also her sense
of aloneness certamly has a sense o Walkmg aCrosc the desert’; é solxtary trek to find

v

support for her art and self. Her smgle of the hlppo bemg survxval' seemed to

sum up herrelauonto_the world. Y '; \
o - SERRE )
o ) LS|
. e N
‘/) ". L . ¢ * ‘.
- . BT
‘ - -:7.'- I

‘ ﬁas very much hke a medlary teddy bear 1s toa small

foL Wt they undergo. . i e
a they h_OW muzh lhey aré- how much sruﬁ'they}v. A
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The dlscovery of the surv;val qlement was certamly unexpected but even less SO
was the fact that at a dxffetent occasron Andrew WOtﬂd come up wnh the same key word
as a summary of hlS art dunng a pnvate conversatton between myself and th

We were lookmg once agam at a, number of pleces of lns art work He had

talked of tl;e mdtvrdual pteces at Qearher date but, unf'onunately. due to e techmcal

'

nearby i N

dﬁﬁculty none of hlS commepts had reglstered otf the tape I w1shed to get some -

wrth'them at dlfferetft level of si gmﬁcance, perhaps only because of more ume in our/

'elatxoi'lshlp together Much to ‘my dlsmay this conversauon did-not record elther

& ; H ‘wever, tlus ume I 1mmed1ately reconsn'ucted it as closely as] could and checked it

A

X

_ '.':" mmal qomments so that I could get the exact wordmg ThlS ttme, however he dealt/ ’

| _;'-.:'-‘9‘3

P'

Wlth hun the followmg sesswn He thought that I had reconstructed the conversauon : :

extremely close to the actual event. Th1s conversatlon prowdetz me w1th a key in

understandmg his future unages We spread out hlS earher pictures.- ones that he had

commented on about in regards to the mood The one w1th the snake gomg over the

Nk w1th the\ommousshadow the one w1th a lone e tree on a hill and the one with the .

ﬁsh bemg pulled out. He dlsregarded the football plcture Some recent work was

"

-~ .R: What are these about? = . L o ‘
- Aadrew: .Survival. ' R : —_—
" R: Survival? . oo

* Andrew: Ya, makmg it in the fdce of all this. This one's
_~'accompltshment or achievement. . You can sec the empty
~shells- no ‘bullets in and the gun has goneoff. He .got his
goal and the prisoner is in jail. It's over. This would be like
op & desk. This treec is the only one making it. This is_like a
chalet. When they take all the trees and wnpe them out., like -
for skiing. It's the only one left and jt's trying to be strong,
10 grow. It's trying to survive on the¢ rocky surface.. All the
others are gone. . This is regret (one with the fish). You can-
_look at its head and it's like closed and see the eye. It was

~ regretting- that ‘it took the bait- like it. got taken in and so it B o

dies.- It can't live out of water.” For,the. fisherman it would be
an achicvement. = Survival, regret, and being too curious
. . ,
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(being careful). ln thts onc: .the snake got 100 cunous and | '

. wanted to see what was on the other side of-the .rock "and so-
he's in trouble. All of - these like survival, régret, and getting

" caught, they all come. out .of my feelings that I have -
‘ everyday They relate 10 what you do everyday. I draw what
it is depending ‘on my mood. On the snake one - 1t was Just
trymg to see’ what the other srde was. about B '

' ’ L3 . : : .l .,')‘ t . .
He seems to relate mood to lus personal drawmgs More so than actual reahsttc

-cucumstances or hved expenence Most ol‘?he dratmngs become a metaphor for his

feehngs and percepuon They stand in abstracuon- abstracted from their true nature.. - .

'One could p0551bly connect an item he tells me of much later, that of hlS little brother s
fatal acc1dent. What remains is the bod11y feelmg that ongmally accompamed or
. aroused an emouon in'a given cncumstance In a sense he 1s alone ona rocky surface

trymg to sumve~try1ng to recover from devastauon The eye of the ﬁsh that he refers

" to as about to d1e is almost in the dead center of the paper Even the choice of the eye 1s

' cunous and rem1mscent of hisown avordance of lengthy eye contact. The pnsoner in
_ Jall is nt*en in the plcture It r gs of the way he has descnbed how he feels and

thinks when he'is' alone at home ing: "’“ims Izke as if I'm rrapped in this jazl

" cell " The shemff is not present h;f the plcture but is represented by the shemff's ’

¥

badge, Just as the ﬁsherman represent&l{bya rod commg mto the pxcture plane, is not
present in the plcture w1th the fish bemg pulled out of the water. Both represent a

R 1mage of accomphshment but also in each plcture are 1mages of capture One gets the

sense of a real struggle between ﬁgures of - posmve accomphshment and ﬁgures that -

hardly make it ahve It is- mterestmg to note that not only visible i in xmages spoken of
here’ but in the maJonty of hts 1mages, the struggle seems‘to mvolve events agamst

I}Iature. '

' . The sense of struggle"and need'td survive can be viewed in the 'seemlngly most

| 'mnocuous 1mages Andrew has just completed a qulte detmled hght pencxl drawmg of a

'dragon ina sort of canyon Arrows are commg from unseen ﬁgures and one ﬁgure is

4 B

“seen w1th a spread lasso, fallmg down towards the dragon S, bony plates. A skull and a

. . E N
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snakc are also seen in the plcture It is near the end of the session. He has been -

workmg alonc at one of the tabies near the door. I come by ‘and he mmatos -

~

.

conversauon. " o g"_ .
Andrew .Lot of tfungs happening at once. . o b
R: That's a dragon.™ » T S
Andrew: Ya. - « T :
R: With a snake.

~Andrew: Ya and he's perched on there. And that-s hzs prevzous
lgner and that's a giant cause thatsanormalszzehuman _ )
S!'s a giant dragon. <
Ya. ... He lassoed the dragon s thmg-a-ma-jzg when he -
xoﬁ' and he was holdmg on but he fell. Now he’s gonna
: spike and die. ... And then there's this person up on top
The clzjfy trying to shoot arrows .on both 'sides cause they're uh,
th&yré" big giants and they're [people on cliff] shooting arrows:
cause he [the dragon]), kzlled Ius friend. . And this is a baby o
dragon. = - "
(At this point Jeanette comes along to'look at the tmage and
descnpnan by Andrew as related to the pzc:ure temunates)

Agam one gets thc scnsc of almost sumvmgl ina strugglc bctwccn unséen giants and a

dragon that has lqlled a fncnd Is Andrew ina pamful strugglc of survival? . ot
Alirew and Catherine are thc most obvmus examples of metaphoncal unagcry

Porhaps thclr survival is a struggle of thc self; a stuggle mvolvmg resistance agamst the - .

AY

structure and hvcs of others Andrcw S, struggle often mvolvc,s a tragcdy or destructmn

. of, natural life forms and in this way is hnked with'the resistance of Catherine's hippo

from thc wild. The cmphasm and rclauon with nature is to lct it sunply be, as opposed

\

" to contml over nature. : W =

. Letting Things B_c Vs, deih_ation

The sense of strugglc and surv1va1 has a parallcl in s\udcnt relauons to ammals

‘ Studdts rccogmzc thcmscjves as within naturc and a sympatheuc undcrstandmg of

Y



/‘:' 1 . ‘d' ) } . "). - . o
: .ammals occurs, sometlmes to the pomt of stong 1denuﬁcanon w1th a pamcular ammal

‘as 1n the case of Cathenne and the hlppo An example of Andrew s sensmvxty td nature

_ occurs as Jeanette and he are workmg at adjmmng tables and from time to t1me engage o

in conversauon. Jeanette has been workmg ona plctu_re thh a frog-and-other insects, i

. a

Jeanette Oh, I'v ve got to put ir's [ the bee's] Imle stinger.
... Andrew: I feel sorry for bees because whenever they stmg some }
s . one-s .
. "Jeanette: They die.. : Ly
~ Andrew: They die. ...And like when Yyou. Iook at a hee inger
_under a microscope, ltke it rips out some pf the body of the bee and
--lzl;e the bees only snng when they're !if ing to protect themselves :
~well like,- -

.= Jeanette: They don't deserve to be Ialled S S
‘ Andrew: if thzy protect themselves, they die-in the process because
o after they sting someone they die without their stinger. ...So like, if
'+ - the bee can get away without bemg harmed and then, well -
Jeanette: That's amazing. ' ‘
Andrew: Well, that's good becduse u doesn’t have to be Ialle s
- it tries to protect himself he might as well Just let hxmself be

: Jeanette They give up their lives to save their fnends
' Andrew Ya. I guess-you could ptg it tharway..

W

The sympathy wrth bees and the des:re to let them hve is typtcal of student :

: relauons thh animals. Also notewonhy, is that Jeanette starts outher pwture with the

—desire to create it from the animal's perspecuve although she ehds up by technxcally

mmngartperspecnves - L . S ‘

" ~ Although relations w1th nature appear more. obv1ously metaphoric in- the

mtnnsxcally motxvated students they do arouse a sympathetlc understandmg from other ‘

students Tammy in speakmg of horses says- "I'hey re just so, free it seems * Farley
identifies hlmself in terms of btrds and speculates, "..my uncle he wa:ches blrds and
L 'stuﬁ‘ and all that and Izke btrds a lot, cause whenever I see htm it seems sort of mecm[
because I don’ 1 see hxm a lot and then it's. [bird-watchmg] sort of special so we thmk

. _of u a lot. Noteworthy 1is the pseudonym of 'Farley Students were free to choose |

~
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theu' own name to- be used in the written study, and hrs reflects his great mterest and’

n of the Canadian naturalrst Fa:by Mowat.

T ;atternpt at understandmg the natural envrronrncnt 1s fau'ly consistent’

} through the characters A sympathenc pomt of view 1s‘ comrpon Harmony with the

"’4" v N
envmonment rather than a desme for control is generally preval“ent a

i [» _ e o .‘r
Summary

Loo,l_c\rng back through the themes we can begm to gather together certain

\' .

- charactensucs that seem to be the/c_;}nsmon threads that run through the ive m%rne nt
_ofthechrld ' . . . R :_7 :

’

Itis clear that lived experience dtrectly affects the type of i unages that students

hvcs\ Thelr meamngs of the nnages were usually far beyond the meamng that a teaag

would recclve from rnerely observmg the image. 0cca510nally, dreams or conversati

'snmulates 1mages as well. Those that tend toward the intrinsic motrvanon have a

greater <ense of risk and also a greatcr personal mvestment in the i 1rnages
—

While doing such i images students becom aware of the drawmg structure of the

4 image and learn to develp art concepts These are sometimes snmulatcd by concepts
dtey see operaung in hrstoncal 1mages or in another student s art work. The fascmauon
w1th color nnxmg and mark malung creates new possrbrlmes for image making. T"hrs
awareness. of drscovenes and the drawmg structure is more secondary as the pnrnary
intent of the picture 1s .often the commumcauon of a lived expenence 'I'hose Ehat tend

i
tOWard the i mmnsrc monvanon have. a greater sense of rrsk and also a greater personal

“investment in the i images. : N ST /
Socially, those students that are more intrinsically motivated may preserve more
. of their pi%tures whereas this is a lesser concern for extrinsically motivated studey

y N

produce Students often described memories of experiences that were 1mportant in therr '
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N ’Some prefer to create the i 1mage away from others so that they will have a gneater

o personal sense of achrevement when others see the unage ‘Images that fulﬁll a duet;t

funcuonal xnteractron asin the realm of: games aremore rare, as opposed to the common

funcuon of commumcauon Art also serves as an emotronal outlet to lower anxxety,

&+

anger or frustratlon The personal value of the created images does not necessanly |

‘ correspond to. the pubhc reward of sueh 1mages For students wrth tqtpnsrc

mouvatron, the. art process may be qu1te molatedfrom the rest of thé world.

i

In an effon to quiet the outsxlfe world a vane perSonal behavrours dre often(

I

>

consmtently and rhythmically repeated Physxcal behavrour tends towards a relaxatxori :

v

and gettmg into an. appropnate mood. for domg art. Although the process tﬂay be S

isolated, there 1s still a basrc desrre for social approval of oneself as artxst The $ense of .-

; 1solanon in the process augments the pleasure iri sh&nng the art work o thepubhc The

audience that sees the i 1mage may perceive such an 1mage on one level of meamng but o

the use of metaphor is somettmes observed wien one knows more of the character of

the 1nd1v1dual The use of extended metaphor for the self in the plcture is clearly .

ev,ldent only i in those of high i mtnn ic motrvauon ‘A general sympatheuc understandmg '

of nature seemstobeappanent' ! dent 1mages °' , a7
o - v ) »

Row, with theSe elements-i mmd one can begm to compare character‘rsttcs of

some mdlgenous cultures and in the end reveal what this suggests of our art cumculum R

: mtheschoolstoday. N
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 TRANSITION AND TRUST

. - -

L

Durmg this study progressrve changes were occumng among all pamcxpants

fI'hese changes were prec1p1tated by the develonment of vanm.s ﬁnterpersonal

realuonshxps between the students and myself For some mdmduals (Sandy and Robin)

" one observes a tremendous personal hberauon talong place They 1dent1fy the'nselves as

1nd1v1duals capable of slanng thelr u}tri]_Je expenences, feehngs and thoughts into®

~Orte also begms to understand Andrew s inner sttru.ggles

deprcted in hls mood unages Joe glves us an excellent example of becommg free"

enough © be able 10 cxPenmem risk and mcorporate the POSSIblhty of domg new

unages as -opposed to-a 'safe’ chche 1mage One also. sees less dramauc change as
ev1denced m Enn who focuses on abstract pamt images. after 1mt1a11y domg outlined
representauonal pene11 drawings. The stu\icnts disclose thernselves at different periods
'thereby allowmg different insights to occur over time. To show aw’ness of temporal
mhange the partlclpant yrofiles and my own development as researcher have been

. . /
condensed and reconstructed o \ '

- —

As a researcher I ongmally try to ﬁnd th\e "ideal™ s1tuauon for allowmg students' :

" to dwell in thetr art when they de51re to do so. However thc school settmg is a

cox%omlse to the ﬁieal since there are time Inmtatmns Also there are. unwntten
expectauons of adults who are in the school scmng Imually constant tension exists

between my role as a teacher my role as-a researcher ThlS tension gradually ;

¢

'decre es as anage to suppress my cultural baggagc asa teacher and assume the

role of researcher.

-t



Late October prov1des initial contact w1th the students to be involved in the

study They enter the art room with an air of antlcxpatlon A frequently asked

questlon is "What are we gomg to do"’ Dunng the initial sessxons many students

draw safe convenuonal images. ThlS is noted to me by. a teacher who was more .

A

fam1har w1th these students The moJ\hsure the students were of the nature of thts'

study, the more cliche were their images. I recetved several quenes, "You mean we

A
can draw what we wﬂt"" 1want them to feel comfortable within the settmg SO that

they can begin to disclose themselves to me. I.want to serveas a gulde rather than a

teacher Above all, Hio not want to restnct the parameters of thexr projects ‘Rather, I
v . . :

. ‘wantto observe and accept thetr 1mages

_ 4
' Dunng the early study stages- some teachers ask me what I would be domg

'with the students on a partiqular day Awkwardness rules-my response as I feel the |

subtle pressure of objecttﬁed lesson methodology while at the same time I know that

Wy depends on the students bemg able to freely choose thexr images. Itisone

" of tl@?rst conuadlcnons, nme is another-- The study must fit in aone hour slot. Itis

"~ all the result of having to function w1th1n a school structure One must know from

‘/_) .

. where these students are first starting m the1r abthty to mamfest images. I hope to be

a guide presentmg possxbthnes to these students while at ,the same time I do not want

to show a single way of doing their images. . | »

“At the ﬁrst sessrons Farley stands out from the others I.n contrast to the'

s hesrtancy of most of the students Farley's’ travels and expenence with artists have

> glven hxma certam self-assuredness E&rm, on the other hand, seems very wrthdrawn )

and qmet. She attempts representanonal unagcs that depend on outlme alone. 'I'hts

will change drasucally by the end of the study. After the initial sessrons Andrew very

quickly | leaves me wondenng about what he is thinkin 5 when he draws his i 1mages I

feel somewhat awkward at his. responses They seem. so dxﬁ'emnt from those of the '

l,‘

__ others. A lack of eye contact, his slow and measured speech-- mmally spoken almost-‘» |

.A(\? . 8 .
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- , much more than meets the eye here This relatlonshrp w1ll be developed very
scnsmvely. . ~

Early in ~Nov'eri1ber_we take advantage of the remaining .warm days preceding

' ,. B wmter‘and decide as a group to meet outsrde twice to create our images. At the first'

§u——outdoor meetmg I ﬁnd it curious that the maJonty are grouped near the playground

apparatus 50 ‘as to do images of the equipment. Cathenne makes an 1mage wh1ch

' ‘comes from her mterpretatmn of a }ughway rather than the playgrtimd apparatus.

, Jeanette attracts my attention with her search for an 1nterest1ng view'. She chmbs _
aboard the apparans and looks throu“gh a porthole at the actlvmes of the other
students Inmally thereis a hesnancy, an unspoken quesuoﬁmg as to whether thls is
acceptable After some time I wander over to her and dxscover a w1111ngness on her

- partto share mformauon -about herself. I have my first link with Jeanette. I begm to’
sec heras a maln informant to discover student meanings in the art process. Also .”
prominent, by'reas_on of her p.ro_pen.sity for discourse, is Fammy whovseems to'have
' " some difﬁculty in choosing to create a particular .ima'ge Our second‘meeting' outside
proves to be unusual for Tammy, in that she concentrates on domg a pencil crayvﬁ

1mage all over her paper. Thls depicted her view of the student entrance of the school

~
-

She seems to be totally engrossed in her 1mage This second outdoor meetmg also
bnngs/ the amvaL of Joe, a rather quiet mdrvrdual to the study .

In the thtrd week of November I can see that rapport and trust is developmg
between the, students and myself. Iam stll concemed abo® some of them arriving.
and asklng *What are we gomg to Q”' My usual reply is to redlrect the dquestion:

| Perhaps it-baffles some of them becauSe they are still expectmg me to drctate the .
project. At Umes I percexve the teacher role 1nsrde me surfacmg in my interactions

with these students 1 have to suppress this role if I am to maintain my function ag a

Q . [

\'. . ' L e
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resedrcher. I conttnually remmd myself that I can serve as a guide to- open. further

' possrblhues for these students but not as a dJrector

Tame anxious to estabhsh ‘my study consxstently thhm the art room In the

’ hbrary there 1s an unwntten code of behawor It has the neatness of a publre area. |

\

»,
' can not open it up to mcludc the. use of paint. The last time that I have them all ,

e N

'_ together in the hbrary they come in and sit down inan oval fonnanon Jeanette asks -
: 'What are we gomg todo today?' and several others echo the questxon Ttis cunous

- 'the way they come in here and sit down, orderly and full of expectatton On this :

occasmn Sandy is new to the group I sense her anxiety as we dlscuss her image.
' Thmgsire rather awkward at this sessmn as another teacher was in for a large/ﬁortion'

of the penod worktng w1th audio-visual equlpment It al} proves to be 'rather

E dlsn'actmg Thmgs seemed very. ught. I left that session feeling that tt had been a

| waste in terms of data. A mmxlar occasion in another classroom sometime previously-

had srm11ar problems As yetl am wondenng whether any of the mformauon I have

¢

o gathered up to this pomt is useful

A pattem break occurs in the m1dd1e of November when the?oup asa whole

s spht up I -afterwards decide. that this split is advantageous for gaining *.

:-mformanon. From now on they come in twosgroups Blak'e and Scott 'get me into. *

~ one of those trying mioments' tradxcuon between myself as researeher

and. myself as teacher Blakb has a set of animal’ erascrs that he has set up ‘before him -

Y

to draw Tlus occurs very close to Scott and they are in constant conversanon

throughout the penod. At one pomt they both get down on the floor and toss the

erasers repeatedly agamst “the wall ;ll the while contmuutg their conversanon Asa

teacher I am sure that I would have mterfered, asa researcher Thold back wamng and

watching. They continue bouncing erasers off the lower p;tt.of the wall for a few
minutes and then, as if by agreement, they return to the'drawing of their images. [
feel a minor success.in not betraying myself as teacher. This is confirmed in a
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foﬂowmg session when Scott makes a comment that I can not really do anythmg 1f
they wish to slip out just ahead of the bell as I am not really a teacher |

At this time I feel a major break mto Catherme s world It occurs at the end of

-103

the sessron with the fours. Other students were dnftmg in. She gets ndxculed for .

1 v
what she docs in her art. She lo'oks to me to see whether Itoo w111 support their view

} of her art and when I respond nbn—Jqumentally, Ifeel the passmg of a crisis, I could
have easrly ‘closed her off at such a moment, Further sessmns 1nd1cated that my
- 'reSponse seems to have been successful She w1111ngly shares wrth me much

. information about her images and how she hkcs todo thcm. Very early in the study it

seems ‘clear that Cathenne is 1dent1ﬁed w1th the hlppo but as yet I have no' .

understandmg of why this i is so. T P . ‘.

7 There 1s a marked behaworal change in Joe durmg the last two sessions. I
' ‘_ often hear him hum or break into song as he works on hls unages. This i _15 a radical
departu_rebfrom his original reticence. Perhaps he is much more relaxed; In an
exchange. bet'ween Catherine and Joe it is discovered that their desire for artoccurs at
home as well. Both have a‘supply vof paper :n their bedroom which they someumes
use fo draw on at night. - | ,

‘lam still very' curious about some of these people. Andrew s unages are
mterestmg ‘in their powerful mood. As yet I have had no breakthrough in-
' explananon for his images. g , o 3 |

Tve been showing a series of art ﬁlrns I'm not ’sure that these have any’

" effect. I find that they are a good way to get across the idea that there isno smgle
- way of dbing art. As well, it is not me doing any explanauon and I am free to
observe their reacnons and comments. - On one ocp3510n I press Cathenne for sorne
. reacuon to what she has been seeing m the films. She reacts saying. she has leamcd

"..aboutYine. My vocabulary of arr is different. Lots of sn@ but its hard to say.

It's more about my own art.” Her response  leaves me wondermg about the effect of

~
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the films. She seems to be gaining certainty in her images, a certainty that her
perception is valuable After the showing of such ﬁlms they roll back the ﬁlmstnp

. image by 1mage stoppmg momentarily at any that attract then\attenuon.

After I had estabhshed myself consistently in the art room, it became much~ k
easrer to free more boundanes Now they could con51stently pamt, use charcoal :

pastels, or pengﬂs ‘without the restrictions that the hbraryehad held. A great vanety of 3

markmaking matenals were available at the back of the room.

- The chorce of avatlable matenals ts 1mportant to their 1deas Atan earher'»

RN

session Jeanette ha\§ made a rainbow’ as part of her image and as I stare m

*

- wonderment, (How ¢ould thlS be a rambow") she makes the reahzatton that Icannot -

i 'see what she has desired to draw for it rema,tns as blatk hnes agamst the white paper .

Y

This does not occur again.

After the students created a number of i 1mages and I had bu1lt some rapport :

) wrth them, I thought that it mlght be advantageous to individually mterv1ew the

students Perhaps more tnformauon could be gamed in private meetmgs than in

t group settings. With thts goal in tmnd, I allow for pnvate interviews at the end of

-

November and the very. begmmng of December
. During such i interviews I gather further detatled mformanon but also sense that

for a number of them the i interyi
were bemg called in'one at a i

then decxde that because of

quesuons wh;le tl'ey were mg thetr art. Intemew txme for data collectxon was

critical and limited. The s length had not been determmed so I did not know how

S D
long the study could run. wg easy enough to get students off to the stde for chats

while the others continyied on their art.. Many opportunities were 'available o

destion students when fve were relatively alone. This occurred also as they were

putting their images awgy or cleamingup. . i
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Early Deccmber Scott asks me 1f I know hrs nerghbour s fnend who does not
attend tlus school I affirm that I do and reahze that I may now berpercexved mainly
asa teacher rather than researcher ’I‘hrs knowledge however docs not get spread I B
| never get the same openness wrth these two students as 1do with some of the others.
Perhaps therr knowledge of me as a teacher within the school system creates a
" distance between us B v
In mrd December Pierre is put mto my group. His capabrhty for very umque
detailed i images, often of characters is intriguing. He has a reputanon in the school e
| forbemgarusuc ) o _ _ - ,.,-7 |
From time to time I have been presentmg students possrbllmes of thrngs they
might consider in their images. One of these has been the use of rubbrngs Robm is - :
‘ makrng an unage with large trees on erther srde of the page She uses the possrbrhty
of a rubbmg from a prece of wood to make the[trees Upon the eommencement of
this acuvrty she says she hkes it better before she added ﬁsong rubbrng but upon ﬁlhng
the texture of the tree about one quarter of the way along she changes her mind and‘( : ‘,.
* said she "...really liked it. It Iook_ed better.‘ This}eemed to be a break in realizing |
the appropriateness of certain methods toan image. .
- At tlus pornt Erin seems to have swrtched herfocus towards paint. She is
R tendmg towards more absu'act nnages, enjoymg the mixing of the pamt. Pastel resists
seem to be a new focus for her as well Jeanette begms to tell me much of her

background expenences l-ler animal images that she begrns to make reveal the stnong

N mﬂuences of her expenence I'm making progress wrth Andrew. The teachershave

told me\some information about him which is pernnent to hrs behavior but I wrll not

)
- use this unless e himself volunteers such information. I have in‘a sense adjusted

~ myself to him in-that avoid looking dir’ectly at him for any length of time. I gense ™

that it would be uncomfortable, somewhat dominating, forcing ‘disclosure--_-

something I have no wish to dp_., We have eye contact at this point but a constantly



sh1ft1ng contact. At'one scssmn Andrew is mmally desxgmng a Shlp in pastel and
asks me if he could stop work on thrs one and start another I redrrect the quesuon sO

\ \ihat itis his dec1s10n He apparently decrdes that itis acceptable to leave it unﬁmshed.

=

_ sohesW S N

Sandy is st1]] uncertam of things she wrshes to draw She responds by

drawmg relauvely 'safe’ xmages Near Chnstmas she begms expenmentauon thh

pamt and goes beyond her safe 1mages At one pomt she develops a dream image. *

Irmarks the begmmng oﬁapersonalreﬂecuon ofherself in her art. Shmi no longer

domg what she percetves as acceptable 1mages for me. Very‘ quickly her artblo\soms ’

m expenmcntatlon She reahzes her capabthty and potenttal with pamt In early

J anuary she comes in most exci th a pre-planned sketch
Farley is a portrayal of

htm to be frce and loose i in hxs drawmgs, a conﬁdence that allows expenméhtauoﬁ

with idea vanety and mteresnng 1mages Erin roles as a "tag- along who trys to -

 follow the leader's ideas rather than generate those of her own

\

Late December I g1ve a presentauon of my own work to the upper elementary

grades What effect would thxs have on my group It did not seem to. make any - |

dtfference Our relauonshlps -contmued to grow in much the same manner. By now,

I'am getung detalled personal explanatlons from Cathenne about her 1mages

ent who 1s a leader, whose conﬁdence allows

Jeanette, as well 13 telhng me more of the ﬁner pomts about her n:lauonshrp with her :

: 1mages

Early January Pxerre expenments w1th parnts but it generally ends in _ :

frustrauon There isa tensron about hun His sort of unages are more suxted to -

tensron remams and 1 have the sense that he vrews thrs as some extensron of the

s :

. pencrl Reahzlng this over the next few sesstons, he returns to penctl drawmgs. .

v somenmes employmg colored penctls He i 1s never happy thh hts 1mages The :
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. regular classes Students from other classes- afﬁrm h1s re‘putanon in the school as’

mahy of them often come to see exphcltly what Plerre has done afte? each session.

By this trme in the study, Erin has d15covered the mark-rnakmg tools avaJlable _

at the back of the room. She turns her attennon completely to pamts and the use of

these markmakmg tools Most often she uses the sponges on her paper Her 1mages

. are now very abstract__radwal change from her initial representauonal unages that

L 3

.depended on outline. A ,

-

- - By rmd-January Sandy has really opened up Her self conﬁdence is qulte ‘

evident. She is more relaxed at the sessxons, sometimes humrmng or smgmg 'I'here

is also a sort of 1ntens1ty about her when she concentratet‘ on the image. She

i °announces at thrs nme*'t she can do her i 1mages rnuch Jbetter with paint.- She has

’},-\,-.

. .come to perceive herselPas arust in the ablhty to translate what she sees into an unage '

Plerre makes it clear that he does not see hrmself gaining anythmg from the

films. He has the idea that he }%ws all about drawing. He tells me in a frustrated

" tone that "The film wastes.our art time." At a later point in time he also rejects the

students itis Sandy and Jeanette that spend the most ume rev1ew1ng the i unages of the

' ﬁlms asthe ﬁlmstnp is rewound.

In one parncular session in rmd January the gmup is hmJted to the grade five -

students because the other grades have other commltments I am astounded at

'others’idea that they can ideas and impr‘ove upon their images Oof the grade five

Andrew who opens up and suddenly starts talkmg of how he draws at. home H1$

dlsclosure is enhghtenmg and with it I note the longest mamtenance of eye contact we

- have ever had. I go away that day believing a majpr accomplishment in

understanding Andrew has occurred and that a ?/St has developed | between us.

the use of tape recorders Some previous problems with battenes cause a blpnder that

So far, I believe that students have acc pted my constant writing ofJotes and ’

. L
surpnses me and that I am sure not to repeat Whrle talmng w1th Jeanettc I decide td

Al [ - L{’é‘}
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- stop her fora moment to cl'(eck the: battenes by playmg back the last few seconds of

‘ the mtervrew Assured that they are funcuonmg well Iam ready no contmue and she 3

108

surpnses me by saymg "No more mtervzew now.” 1 repeat this in surpnse and she o

explains that she doesnt like heanng herself It becomes 1mpossrble to prck up on

her last thoughts before the i mterrupuon. I learn not to interfere wrth the 'magic' of the 'b

A

g

moment.

Ifeela disappbintme 1t in the development of Blake and Scott's images. I |

their relationship with their images. 'Some of themseem to be originating from their

have not reached them as much as I have the other students. Tdon't really understand< -

personal prenenccs but there seem to be many tnte, formula i 1mages as well. They

strll usually rely heavily on outlmed images. Yet earher I have been intrigued by

- Blake who paints overlappmg c1rc1es on the page dehberately planmng that the same N

colors should not touch each other He comments "I think arcles means to me that

they're everlastmg ‘cause they never stop gomg around" In a subsequent

‘ autobrographlcal wntmg by Blake a growth in self-confidence in art seems to be :

indicated. He notes an increase in his abrhty to use a wider range of matenals

Perhapstlus is _the main success for Blake and 'Scott. P_erhaps at somefuture dateit -

. ‘may _develop into an ability to translate more effectively expex:icn’ce into image :
: Towards the latter'part of January I have an opportumty to interview Prerre
alone I have always wondered about whether the responses in the sessrons w

~ created for the other students beneﬁt. I notice that many of the other students

for Pierre. This isa rather cunous smrauon and the mtervrew with Pren'e rev_ -

‘ my suspicions are correct. He is very open in the mtervrew!m‘l., "" ‘a new _ .

3t

'understandmg of Pierre. 1 strll feel that he views me very much a5

Jeanette often comes mto the room before or between the ses 3

s bnngmg me a few books that she finds i mteresnng For the last few times she has ‘

been woﬂcmg on an 1mage of a cat m pastels This 1mage_ is for ‘her an . |

; No'w” she"‘-'
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accomphshment. She feels Successful and has leamed to blend in the pastels W1th her

ﬁngers to proth}e—a ‘softer’ 1mage o - ‘ <

- Later in’ January a conﬁrmanon of Pterre v1ewmg me as a teacher occurs.

Pterre quenes ““How long tzll one of our products have to0 be due? " The idea of
somethmg bemg 'due suggests that he has come to regard these sessions asa regular

\
school subJect. Up to this pomt I note that he has never completed an entire 1mage

panmular setting. . _ _
Recently'Joe has commenced a kind of 'brainStorming technique‘ He makes' a
variety of sumlar 1mages over the page such as-cats or faces.. He then may choose to

develop one of these images on aiarger scale.on another sheet of paper. . For Joe the

"’1 : yet. Clearly, he has not really accepted the p0551b1hty of domg art for hlmself in this

tlmstormmg represents pmetlcmg something he would like to be- able to draw An

clement of risk is suggested He is obviously pushmg beyond thmgs that he already

knows how to do o
\ .

Near the end of January some important developmental 1n51ghts occur.

vv Pierre's assoctanons w1th a partlcular sports team helps clarify some of his more

Q

reahsue 1mages Jeanette dxstmgulshes between tryouts and masterpteces,

o “a

masterpteces are viewed as being more successful Jeanette and Andrew now talk

very openly of dtffenences that they see.between their perception of art in my sessmns

and how they perceive art int y-regular school art classes.  Catherine decides to bring

wax crayons to the sessions and does 5o until the end of my study She is fascmated

with the many dtverse colors in her large crayon assortment. )

| Very early in February I am approached by a teacher who asks whether some
of the student art could be displayed. I decxde to let the mdmdual students choose the

1mages they want to show Someume later I also decnde that it would be interesting to

have them write an artist's statement on their own art. _I have them write an

.
ISR v



addmonal mformatton from each successrve session was conﬁrmmg earher data :

e
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autobrographrcal sketch of” themselves that would be used for my mformauon alone

The artist's statement was for the pubhc eye

-

- For some time now I wonder how. long I W111 be contmulng the study I feel ‘

I probably have enough 1nformatron gathered to derive pertment concepts, and the

" However; on some occasrons the detarls proved to be very enhghtemng

_ By mrd-February I recerved a detalled and clearer understandmg of the
relatronshlp . between Catherine and the hippopotamus. Her key word - was

"st_trviva'l-", .This theme was echoed at a later time by Andrew in regards to his

N ¢

images. .

At the suggestion that the students work should be drsplayed I ponder about

how this might affect therr unages After all, I had made lt clear from the begmnmg |
that my sessions were tlmes for personal exploratlon in art. Idid notice a change i
. ¢

- Tammy s work. She now becomes more serious in her efforts when she reahzes that,

~ some work is going up fur the. pubhc eye She works over her'i 1mages longer In

domg SO she also develops one to the point where she 1denuﬁes it as "better because 1t

: had more things m it" and "it Jumps out at you™ as opposed to the i 1mage bemg

"s0me dull thmg" Towards the very end of the sessrons she chooses to do more

representauonal work.
: ~ Towards the end of February, students have made therr selectro as toIWhich
images they want to dlsplay on the bulletin boards in the art room. This display was

’to be ready in trme for a public school functron in the ﬁrst week of March Theu' .

art15t S statements are typed out and.affixed near their i 1mages on the bulleun board
<In March I receive therr autobrographrcal sketches.. 'I'hey prove to be rather

reveahng and serve as afurther venﬁcauon of a number of observauons that I am

'makmg throughout the study I also bnng in completed transcnpts of a greater

l’/ ) |
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portion of the study Some of the students find these mteresung and look spectﬁcally'

‘ for thetr conversatron that appears in the study -
. r -

In Aprrl T show them photographed slides of therr art work. I carefully go

.'through thetr portfohos to see that L have not madvertently mlsseduphotographmg -

some 1mages. Another session serves also as a session where I discuss my tentative
themeg found duringthe study. This is of more interést to the grade' five and six
. students than to the fours. I also read | my chapter of the settrng to them. This is done

. ﬁrst ‘with masked names in {order to see if they can. 1dent1fy the characters

Refinements are made and eventually they choose the names they would hke to have ‘

._mthestudy . ’ T :,_@

~ The students Sandy and Robm think that these sessmns will cont1nue after the

. ts are invited in to v1ew the student work. I must explam several times that my

© - study\is endmg Sandy sits for a moment véry still, obwously d15turbed As the full

meaning of my study ending reaches into her,’ 1 see the expressron on” her face A,

" slight shock reglsters and I realize how valuable and meamngful these seswhave ‘ |

been to her. For Robin, the last day is a very awkward par‘tmé between us. She

oL ‘stays back.after_eueryone else has left and fora few seconds we Just look somewhat

: uncomfortably, at each other, netther of us knowmg just what to-say. We part ‘with

her extendmg her grantude and I hopmg that she continues her 1nterest inar.
o

111

Durxng the whole study the majonty of the'i 1mages are made on whlte 12x18" ..

.cartndge paper This occurs in spite of the provrsron of different paper types Some
f

aspects of the school art cultuﬁe are hard to change with the presentatron of other 3

aBosj;bﬂmes It 1s part of the "cultural baggage that each of us brings to the Study |

f‘ :colored paper for school art is an exarnple of that baggage Farley tells me
»e.

2 ren

e Ty
:
e

srde products Ictcked in there It's sort of like processed stujf Again it

e u%&end df the study "I like plain whrte I don't Izke browmsh-whzte and a whole .



seems hke another mherent contradrcuon that gets burlt into th1s stu;iy Stud(e’nts

o explore their own art but bnng the school artstyle with them. -~ . ' - E

At the: end of Apnl the parents of the. students involved i in the study are mvrted

to view the student drsplay I present shdes and a discussion of my research At thrs

(

o pomt I'read the setting to the parents and students 'I'hrs day proves tobea successful

: "~conclusron to the study. The excellent school cooperauon was cntrcal to run this )

study. I felt that in the end there was a mutual benefit for- both the students and'_ ’

‘myself I wonder what some of these students mrght be dike ﬁve or ten years from

= 'now Some of them I would have hked to pursue with further follow-up studres .

Catherme and Andrew with therr metaphoncal 1mages were extremely fascmatmg

How would therr percepuons change" Wou}d Farley still have his conﬁdence about

' ,.huh*uld a number of ;Zi m maintain a strong mterest in art ig the future" These

were the unanswered ques about whrch one can only surmise.

™

o
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| CHAPTER SEVEN
’ | LINKSWITH NATIVI?.S LIVING AESTHETIC )
_ _ S ™ ‘

In the beginning was thoughr her name was Woman The Mother, the .
. Grandmother, recognized from earliést times into the present among those peoples of
the Americas who kept to the eldest traditions, is celebrated in social structures,
architecture, law, custom, and .the oral tradition....This spirit, this power of :
<. intelligence, has many names and many emblems....she is the true creatrix for she is .
thought itself, from which all dlse is-born. -Paula AIleSn { 986 ' ,
B - . .
L

In the precedmg chapters the nature of the intrinsic and extrinsic modes of art

~ process and the dtfferent themes have been descnbed Now the questron remains as to/_\

how. 1ntt1nsrc 1nd1v1duals ‘art perception is possrbly _re to tradmonal mdlgenous
“ | ,'cultuh‘_:‘s;ﬁ Intrinsic individuals-in art séem to'havg more of need to create_a different
‘§pa’ce for themselﬁs a ls-ense of aloneness,- of privatenessJ an enveloping. of sp'ace
| unscen by those»exrstmg m regular t1me Still, there i lS more than thlS creatron of.
personal space and rhythms Ultunately there is some sort of i image about whlch the =
arnst makes sorne Judgements The 1mage often becemes pan ofa soc1a1 realm and ~
\lhsmg Gaowans's socral functtons described later in thls chapter, a possrble parrallelﬁ '. ,
development of an. aesthenc wrth nanve art is suggested In loolung at the sense of .
mdtgenous people s art; I wﬂl use the Anasazt asa spemﬁc native group to show atype
of aesthenc development that is reproduced in chrldren I also mtend to use: the spht that
seems to have occurred in nauvc art to show a d1fference in development of’ art for the
self Versus. amfor others _This cultural anthropologlcal companson is by no. means
- meant to be exhausuve as each cultural group will have specific leferences and umque
trends in thetr aesthetic development I have choosen to focus on the Anasazr and the;l . :
examples found in: the S:)uthwest as the Anasazr were a fairly tsolated group unnl well |
into the Pueblo per;od, the_reby providing a poss_tble idea of aestheue_development?. o
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: Also mﬂuenual in sucha focus have been my personal Joumeys w1tlun the Amencan -
Southwest reglon ] e
_ We have seen mdmdual needs and de31res appeased in the art process Some
. students have expressed a need to draw Andrew draws a thought out for whrch he. has ' |
no words A reducuon of anxiety occurs for Reerre when he goes home to draw In -

' _addmon is the use of drawmg to d1§sxpate negauve feelmgs Joe, Andrew and Jeanette

~_.draw when they ar/ e angry or upset. Then, upon mtroducmg the art work to a wider

social group, other factors come into play A personaI pleasure is achteved when.the art
- recen;es soc1al approvaL L o
At the time a student work dlsplay was desxred by teachers I asked students how
E _b they felt about the posslblhty of a pu_bhc dlsplay. There was a general approval or
desire to display their»work and therefore students. were asked to chbose their“’%wn 5
pleces that they would like to put on dlsplay 'I'hrs more formal dxsplay was not
however the only ume that students would share thelr images. Rather this seemed to
be qurte a regular occurrence if the image was seen as successful They were lnt'érested
;n seemg each others work. This is so even among the 1ntnns1cally mouvated Joe
exphcltly states he gets a pleasure from others seemg his work. Andrew has poxnted
L out that it's« better to work alone so that the people who then see the work would think -
| " more hlghly of h1m. Cathenne, although hlghly md1v1duallsuc, still expresses a
concern for her final product goals in her written statement, "I work by; setung goals as .
- my mother did and I try to make accomphshments " She getsa reassurance or pleasure
' fro mother hangmg them in the basement It must be remembered that for
Catherme,' her mother is an amst- an artist whom she desnes to emulate - .
This desire for ulumate pubhc approval is much like that of nauve societies.
' Layton gives the example of the Tiwi socrety mvestlgated by Mountford. Amsts. o
de51gmng peles fora burial ceremony, although they enJoyed the task of decoratmg

' the poles they sull desrred the approbauon of their fellows (Layton 1981 p 13 )

Ve



it R e _4 .115}
The‘public .sharin‘g of thé work fulfills a communicative function' in that students
k; ‘}"rclatc their pcrsonal experiences and beliefs not only t‘h'rough their da11y dlscoume, but .
‘ a.lso through the image. On rare occasmns the image could be a social Joke shamd by
the culture. _The Jokmg relauonshlp ex1sung bctwccn several mdi'wduals is ﬁnally glven‘
an 1magc status by Andrew and Sandy | .
Gowans (1981) 1denuﬁcs four dx\stmct klIldS of soc1a1 funcuons that the arts _
ﬁavc served. First, the makmg of unages as sgtr.s Lhtes for“m’atenal things as well as .
symbols for ideas. A second funotion,is illustration where sﬂéstif;mﬁmages’ could be
| related to each other to describe an event. vSon’ic writers would identify, this category as
art as commu‘nicotion or cxpression (Arnh_eing.ﬁl966). \, A third social fpoction is .

beaotiﬁcatith essentially refining and orng enting‘objects.‘ The last major social

function identified is deliberate persuasi ’ comviction.

‘Not all societies develop all fo¥ pi _functions and the four funcoons do not -
ﬁeocsséﬁly follow in linear progreoéion C’hil.dr'en are ’idehtiﬁed as sequéﬁﬁally
incorporating the four social funcuons wuh the last one not neccssanly attained. Thcsc

- funcuons, in the case of chlldren would develop much along Viktor Lowcnfeld'

' (1964) stages of dcvclopmental growth Each social funcnon is markedby specific
v _forms and 1n tum is correlated to levels of thought. Usmg anthropologlcal and’
psychologxcal support Gowans proposca ‘the ' possxblhty of an ontogcny repeafs'-
'_phllogcny paradigm.” (Gowans 1981 p465) He sees child art along w1th :
popular/commcrclal and primitive art as carrying on the tradmonal soc1al funcuons of
past_arts mto our present. "The dominant .avant gardc a7Q seen .as having lost °
traditional .socia; functions. | o
: We have two arts, really-- one, the avant-garde, all aesthetic
sensibility and foml, the other all banality and content. They need to

~ beput together if meaningful and fulfilling art is to be restored to our
- socwty (Gowans 1981 p. 464). =
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Lookmg back wnhm this study, 1t becomcs clear that ccrtamly the intrinsic -

‘ .charactcrs have more than a concern wuh form; the work dcvclops out of their

4
pcrccxved mcamngful expenenccs The unagc serves to rcprcscnt more than what we

.art as form gcts separated from othcr possible concerns Gowans has pcrccwcd a loss
- of social funcuon in avant-garde art and nghwatcr (1981) would suppqrt thxs ideaof a
split in art funcnon that has occmcd.

i

'I'hc "conceptuahzmg" of art into somcthmg special callcd "Aft '
produced a wide separation bctwe? commonplace experience and
specialized forms of expression. For primal peoples, on the other
hand, the r¢Jationship between experience and expression has
remained so t and spontaneous that they usually do not possess
.a word for art. They do, however, possess a concept of living,
which, in Western interpretation, mlght seem like art. (nghwatcr

1981 p. 55) o

)

Mucnstcrberger (Otten 1971) supports ‘the v1cw that art and subjects we label as art had
a spccxfic funcuon in the life of the group. Rcdﬁcld (Otten 1971) urges us'to look at

“the art ob_]cct not only in terms of an apprcmauon, secing only a mastcry of form, but

an undcrstandmg, a rcahzauon of thc symbol as a way of life. Muenstcrbcrgcr ( Ottcn

B ~ perceive on the paper. This lies in contrast to our formalxsnc way of teaching whercm '

1971) concludes that "pnmmvc art is integrated in its specific function while Wcstc_m' ‘

artis largely, or bec#mc’, just a by-product without immediate function in our daily hfc ’

| (Otten 1971 p.110).
) V4

It thercforc becomes 1mportant to. undcrstand how thc makers of art pcrcclvc

A thclr work- a fundamcntal reason for the cxploranon of chﬂdrcn s fcclmgs and acuons ._

| in tlus thcs1s, for we have the tcndcncy to look with a ccrtam Westcm cthnocen/m‘sm; o

“and thh temporal wo-fvs,of art. *In the mncteemh ccnny;uEum—Amcncans perccwcd _
' EN

most fotcxgn cultures and thcxr products as unsuccessﬁal attcthpts to. aclucve the model - .

( v'

of perfection rcpresented by Westem societies and thclr products (Dawson,

_ Frcdnckson Grabum 1974) An alternative mncrprctanon of the world as rcpresemed : )

o=y - ,' ’ 9"
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by the products was not takeftinto consideration. Objccts most admmcd were those -

approachmg the 1dcal of thc dommant culture or those con51dcmd to be quamt or exotic.

In his view thcrg is a trend "of individuals in mass production societies to seek ‘objects
that appear to be unique and individually made." (Dawson' Fredriéfcson Graburn 1974

Pp. 24) Rcahzmg og}cndcncy for ethnoccntnsm lct us look to indigenous pcoplc for

- pcrccpnons of art.

Much of the "art” of American Indians is not art in the formal .
"Western sense at all, but the careful representation of the
iconography given to a person during a vision quest, or given in the
dreams of later life. These emblems and images are materialized and
uséd in pottery, textile, paintings, and carvings. Whether tribally or
individually owned, the power of these images is what makes them
significant and not simply their aesthetic impactupon thos¢ who do
not know or understand the metaphor underlymg their i 1magery
(H.\ghwatcr 1981 p86).

. An undcrstanding of ~such art requires an undcrstanding of its dcvclopment A .

_possible acsthcuc cvoluuon can bc seen bcgummg in the rock art of the Anasazi, a term

. borrowed from the Navajo used t descnbe what is thought to be the early ancestors of

the modem southwest Pueblo natives. Rock aft of the Anasazx served purposes of kiva

ceremonies as- well as for purely decorative reasons. . If is believed that their central

purpdsc'vi_n art was for communication of beliefs and knowledge. It is thought

at their

" until well into the Pueblo period and so the natural dcve_lbpmcnt

aesthetics is proposcd by anthropologists as starting from a coarse hammerstone

mcthod to a more ' detailed hammcxstone and chisel method eventually lcadmg to full
™~

: murals It is prcsumcd that petroglyphs and pictographs on rock faces were originally:

done by men only and then, as kivas dcvcloped' on into the Pueblo period more people
were involved in art. (Ambler 1984, Barnes 1986).

Rock ‘grap'hics scem to have followed an evolutionary trend going from no

graphics at all, to rather crude peq;oglyphs' with little or no meaning, to mcahingfpl
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_pet:roglyphs and ptctographs to more sophlsucated plctographs Much rock art had -

] ceremonial uses. Other uses were for marking of terhtorres, record keepmg

sympathetrc magic, feruhty symbols, solar calendars recordmg special’ everfts and

118 :

persons and possibly some wrth no meamng at all. (Ambler 1984) Itis supbosed by _

Barnes (1986) that miuch of the early Anasazr and Fremont graphxcs as well as the late

' petroglyphs had litde cultural meamng and was only kno'wn to its creator. Graphrcs |

started as crude scratclungs of "non repnesentauonal lines and patterns or sxmple ﬁgums -

. of the sort a very young modem child might make on ﬁrst attempt" (Barnes p. 63) As
| :the cultural groups deveépped it is speculated that graphrcs became a specxal thmg.
, restncted and used for speclal purposes For the Anasazls, in a later Pueblo cultural
,lnva phase, the 1mages were used for 1mportant ceremonies and seem to correspond
with a dechne in desrgn quahty and subject matter of petroglyphs Much art rock
regressed toa style done by hammerstone alone. Insxde the kn)as smooth plastered
walls were used for graphics. At ﬁrst thls consrsted of s1mple geometnc desrgns

. Kivas gthe last Pueblo phase were elaborately decorated, many contammg kachma-

like ﬁgurg& Some kivas were replaste_mdfand repamted niimerous umes (Ambler

-P\

1984) Anthropologrsts speculate that at tlus time anyone could do rock art (Bames '

) 1986) . | |

% : Barnes (1986)' tells us that rock art was not for conirhunication or‘used for
aestheuc purposes Tlus pomt is based on’ the conclusron that the prehrstonc west
) people 1acked graphlc concept understandmg and techmque and the medxum 1tself

_ "inhibited artistic mnovauon For Bames, art must have an aestheuc dlmensxon m

addition to its pnmary purpose " He states however,that artlstrc concepts were

devglopmg within the regan s prehrstorrc cultures, pnmanly in such unhtanan items as

- basketry, appanel and pottery "o(Barnes p.129). It would seem morc probable that such "

a concept of the aestheuc would develop in rock art as well although not necessanly at

the same. rate. Usmg the support of Holmes (1963) and Deregowsh (1971) Vernon - |

rd Q“

. . . .'!,
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(197 ) pomts out that understandmg a form depends upon the expenehce of seemg

1mages His ﬁndmgs mdlcate that people hvmg m,relanvely uncultured societies seem

N

to understand onlyt the srmplest ptctures of fam1har obJects reahsucally depicted. This "

data would suggest that a lack of gmphtc concept understandmg is not necessanly true

for the Anasan since in their 1solanon they would have seen few i 1mages from other

groups until much later in thetr development They would‘have had a dtfferent o

understanding of thetr forms then what we now see 1n the{m—ages"apd we should not -

judge from a modern Western perspecuve . ‘ e

A refutation of Bames is suppoxted by some anthropologists. Manineau (1973) )

himself raised by Paiutes, gives m‘u‘ch,evi'dence to show that many of the rock panels

~ were in fact used as linguistic communication and recording native versions of historical -

-~

‘events " He notes that many of the..symbols u'sed'are idehtiéal in meaning to similar
. symbols used in pottery or basketry de51gns of some of the modern Pueblo civilizatjons

of the Southwest. ‘ : S

The early graphlcs of simple lines, pattems and early ﬁgures ‘would seem to :

correspond ‘with Gowans level of subsutute 1magery ’I'helr further development over

.larger surfaces of rock to record stories or events would seern, to y fullfill Gowans

} 1llustrauon category ‘l?e role of beautification is undxsputably seen in the development‘-' .‘

of basketry and pottery as well as,personal Jewelry The art whtch begms to be seen

tnsrde the kivas even develops into full murals (Ambler 1984) G1ven the context of the .~ :

kiva it is quite possrble that such murals could be seen as a dehberate attempt at

persuasxon and conviction, ‘ v o - .

)

Gowans proves an aesthetic development through various occurinams of

specific types of images that arise in world art. He points to the Altimira cave art as
substitute imagery. The rise of illustration is seen in the déVelopmcnt of a base' line'that
, appcars in vases cir_ca 4000 B.C. and North African rock paintings._‘A conscious
systematlc beautiﬁCation involving proportional changes to the interrelationships of

»

~
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parts to whole 10 make an 1tcm more conncetcd to the viewer occurs 1n Greecc c. 600-

- 120

_ 400. We see thlS in thc dcvclopmcnt of the amphora vase or thc changcs in COlumns ERER

. The arts of conv1cuon and pcrsuasxon consclously rise in the Chnstran cra. Thts Is th&-' o

developmcnt of forms that carry assocmnons with & specrfic set of abstract beliefs. -

What 5°°m5 to appear in thc Anasazx is a similar dcvclopmcnt of- soc1a1 uses of o

art. Itis 1mportant to rcmcmbcr that the appcarancc Of of a new socral use does not. .“,

ncccssanly ncgatc an earhcr soclal use. Thrs could p0551bly explam thc mural pamungs -

that appear in the k1vas at the same time as somc ﬂlusnatton 1S st111 occuknng on rock S

surfaces. Thc possrbxhty of devclopmcnt of Southwcst pucblo art as rcproductng o -

~ aesthetic devclopment seems to cxxst.

When one bcgins to look 'at thc dcvelopment of native art, one must rcalizc that

' defining what is tradmonal art and what is non-traditional is d;fﬁcult as culturcs.' o

conunually changc over time and are mﬂuenced by any . cultures they comc in contact ' L .

with. Innovauons and adaptatJons of mcthod, forms agd matcnals are common We A .

. have only to look to the dramatlc changc in d&slg!f that;:ccm'md with the introduction of ; |

the white man' s bcads to gradually replacc qurlls “The Navajo saddlc blankct changcd L

in design with thc Spanish taders mﬂucncc Wool cloth replaced skins and furs and, o
ﬁbctter tools for carvmg stmfulatcd Northwcst Coast art. Dcvclopmcnt ofn ncw art forms _"' -
occured in baskctry or carvmg dc51gned for sale to Euro-Amcncans but they snll used‘;”
Indian Symbohsm and tcchmquc Tradc bctwcen groups bcforc contact w1th whxtc men' .

" was common:- witness the largc vancty of items mcludmg shells, cotton. and somc o

. cdppcr iterns found among the Anasazi who mched a peak pcnodm c1v1hzauon aﬂund A

the 1200's. As well, understanding and apprccrauon of nattvc ant dcpcnds on‘ﬁ, L

collectxons avallablc for study "Most of the major North Amcncan collecnons of_

Indlan artifacts werc cmated bctwccn 1860 and 1930 (ng, in Wade 1986 P 70)

Any sense of tradmonahsm then becomes dcpendcnt on these collecnons for purposcs" L

of dcf'mmon and compattson 'I'hc word nontradmonal bccomcs a value ladcnf o

ER ,,,.‘ .



Judgcmcnt that reflccts stcro;yplc 1dcas of na‘nves a‘hd fa11‘§"to allow"
 their culture: Touse nonu'admonal 1mp11es amcfusal to act pf thaf %

-r

~ ata time of extreme economic ard politi¢al changd: . The retention of -

 traditions cannot be viewed. The use of thé‘words$ "traditipgal >#nd

z i ‘-;

../native North Amcncans, have kcpt many aspoc.ts of ther xulmre ¥
many aspects of subsistence traditions, family.; ‘ne;works, ard -
linguistic and oral traditions are three basic attributes.of the artistic 5%
context without which specific sculpturcs reprcsé;mng these- .

"nontraditional” suggests a black-and-white situation, wﬂ‘hn }'Cﬁllty :
is much subtlcr (ngmWadc 1986p 90). ., Ko o

. 00 e L
‘2__ Folog H

- adaptatlon ‘and cvoluuon of artistic: xnnovauons occmed“fomhan\rcs throug! kimmoR -

tradmg with other groups, a major chango occitired in the rgservation period. Indlaﬂ

L B

reservations tended to be cstabhshcd inrather agnculmrally 1mpovenshed areas and so

hvmg from thc land as thcy were accustomcd bocame difficult. Producmg arts and ,

crafts offered ssxblhty of i income for natwcs Warner (W ade 1986) 1dcnt1ﬁcs two

B méjor sorts of artistic producnons that were present durmg the reservanon pcnod a

penod rangmg from\ﬁ\bcgmnmg of the turn of the ccntury through World War II

| 3 Thcse are "mdmdually produced art that was assoclated with an abongmal tradmon |

and 1nd1vxdua.lly produced art diat was white-influenced in its nature. " (p 178).

Warncr (Wade 1986) borrows the term ethnic art from Chnstxan Fccst (1980) to

s dlsungmsh art du'ectly pmduced for Euro-Amcncans

: Ethnic art was -and'ls produced by members of a tribal “society

primarily for the use of members of another group; in the case of
North American art, mainly for white Americans. It is generally not
thought of as art by its makers, who still live in a social context that

does not recognize art as separate from the commonplace. The

technology of manufacture is largely traditional, though new kinds

“of tools and raw materials received from the buyers' group may be

used; in some cases, this substantially changes the form the art AT
takes. . The maker of ethnic art often does not know why his N
products are bought, or what possiblc_ use the buyer may make of .-

them. - For him they are first of all a source of income; in the long . ’

N



" run they may become an important symbol of the maker's ethnic |
identity. 'Forms and decorations tend: to be a mixture-of native

traditions and foreign expectanons + (Wamer in wa'ae 1986
p.178). .

s . -

 The art ’for consumers often goeS" throughadjus'tments such as being 'changed to v_ :

minijatures of the real thing or glganncxsm (Dawson Frednckson Graburn 1974,

Ghbim 1976). . - R ¢

B

S T

\‘Non Ind1an patrons were the agents for ethnic art during the reservation 'period . ]

This further changed nanve art to an individual attribute. ‘Such art started thh ledger R

¥

drawmgs, developmg into plcture narratives and eventually into easel paintings in the

f‘1920's and 1930’s Indmduahsm was replacmg the sense of comrnumty an Post

_,7'

R fz“ v1duahst sense and adopuon of modernist mamstream Euno-Amencan art.

Thee shift toa cash economy brought radxcal changes and in some Pueblos _

. weavmg d1m1mshed. Some Pueblos were dependent on others for thetr weaving.

Mych Hopi wca\ring goes to the Zum and to the RlO Grande Pueblos '
for ceremoniail use; as. it did in the remote and recent. past.  The
. practice of weaving traditional items with an eye to selling them to
“ . white buyers does not appear to have operated asa factor in their
¥ survival. (Grabum 1976 p. 92) .

Q

By the end of World War I Indlan pamtmg had become homogemzed many
'tnbal elements ha‘d dlsappeared de-century art had bowed toa tounst mentahty

Highwater (Wa&e 1986) reasons that "Indian artists were no longer cIose enough to

,QWorld Vs(",ar II saw the begmnmg of institutions for Indxan art thereby funhenng the

3

‘

thetr tribal roots to wnhstand the mﬂuence of non-Indlan aesthetic medlocnty- nor were”

they close enohgh to sophlstxcated non-lndtan art tobenefit by 1ts example (p 234)
An Institute of Amencan +Ind1an Art was estabhshed in 1962 in Santa Fe w1@the
intention of prov1d1ng tradmonal and modemxst mstrucnon The type of people that this -

+
]

3 ?

attracted however were those mterested in producmg new mdmduahsuc Indtan art -

' (nghwater in Wade 1986)‘ Accordmg to Htghwater, such msutunons reached their

et
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aims in the mid-1970's when Indian painters wcre now producing a superior type of .

an Inspit‘c of modermzmg however, it is impoftémt to remember that:

...none of t.hcsé [modernist] artists is repudiating the validity of the

" Indian world or attempting to escape from it into some other world.

"To the contrary, as their statements and works often declare, they
are highly ‘traditional people, and their work focuses upon vital

aspects of Indian culture. They often consider the inspiration for
their paintings and sculpture to be visions, revelations, and the -

cumulative hcntagc of their people. They are among the most

* outspoken critics of the unthinking public display --and

commercialization of Indian ceremonial objects. ... In short, many

of the new generation of artists are animated by a sense of

- spirituality and a deep involvement in their cultures, histories,
-religions, and symbols of powcr (nghwater in Wadc 1986 p. 241-
242)

?

The retention of md1genous views is seen in painting and sculpturc w{xghwater and

Graburn (1976) sees it also in | the continuance of the mural pamtmgs and the Navajo

sand-paintings.

/S S :
The major pictorial arts of the region [Southwest]--Pueblo mural
painting and Navajo sand-painting—-have been insulated from

foreign influences, and their modern consumer-producer .

relationships are essenually identical to those of preconquest times.
Outsiders are_not permitted to see Pueblo wall paintings and there
are technical rohibitions te the recordmg of Navajo sand-pamungs
(Graburn 1976 p. 77). v

a .

-

' In spite of changes that the Pueblos have undergone, there is also g retention of sgn&c

link with society'--. a hopeful link to survival of a tradition as witnessed by Graburn

(1976):

Despite some radical formal changes in both crafts [pottery and
~weaving], technological traditions and artisan training systems
within the respective communities remain stable. thus, production
continues in organic relationship with the whole of each society.
For that reason, these crafts may. survive current trends togard

specialized production for art consumers at the cxpense of m kct ‘

variety. (Grabum 1976 p83)
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The abongl\rm’lmage ev1dently is more than 1tself There is a sense of personal | :

; connectedness to the SOclety and the world around them Ihe adjusted consumer art -

contmues to ﬂoul\sh in the Southwest It prdvides an income for some groups and is
"Indran enough to see to the average consumer hut has little of the ongmal art meaning’
_/ w1th the groups themsclves Nahve wnters seem to be mcrez}smgly outspoken in their
understandmg of abongmal art as more meanmgful than solely the i image for itself.
Among the Pomorin Cahforma, Paula Allen (1986), herself a Laguna member tells of*
 the spmtuahty ina basket. ‘A Pomo woman becomes a basketmaker through a process
that is gurded by a spmt-tcacher when the woman is of proper age. Itis not transmitted

to her through human agency

Pomo baskcts hold psychlc power, spirit powkr; so a basketmaker
weaves a basket for a person at the direction/of her spirit- guide.
g a basket should not be by purchase, but by gift.

 Imagine how much spirit power of the tribe®is locked away in
museums or kept secured .in white homes where their true’
cance goes unrecognized. Soultheft is a terrible crime, and
‘while'there are many museums and field workers who are doncerned -
‘with this issue and are trying to restore the sacred objects to their
*owners, there are many more who are blissfully ignorant of the °
significance of their collecting instincts or the meaning of their
possess1 ns. (Allen 1986 p. 204) v

%

This "spirit power" or sense of connection, the deep understanding of evéryday 4

lived"experiences and n'a_tura.l“' rhythmskis a sense of wholeness. As Highwater
| '_conﬁrms even dreams can play a majorgrole Dreams are not. part of reality in the

West. Westem culture has no. cultur\rl mechanism to allow dreams to be part of our
| expenence let alone 1nﬂuence it. Itis, mterestmg to note that only one mtrmsrcally

motivated individual, Sandy, took an OppOl'tunlty to paint her dream i image. ‘
i The powerful sense of wholeness is someﬁmes expressed by Western artists.
Kandinskglaments the loss of wholeness in Western art. He realized a spmtual power

- and had a strong comment for the many people who saw art only from a sense of -

followmg a trend. &

-
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thh cold eyes and mdlfferent minds the spectators regard the work.
' COnnoxsscurs admire the "sk111" (as one admires a tightrope walker), -, -
. enjoy the ' 'quality of painting" as (one enjoys a pastry) But hungry -
..~ souls gohungry away. -
- The vulgar herd ‘strol! through the rooms and pronounce the
pictures "nice" or "splendid". Those who cculd speak have said
' _nothmg, those who could hear have heard nothing. This neglect of

inqer meanings, which is the life of colours, this vain squandering.
'of%{ustlc power is called "art for art's sake" (Kandmsky 1977
p'3) \ . . .

\
R

This‘-laCk of whﬁleness seen by Kandinsky is echoéd in the efforts of J ackspn Pollock

‘and Al'ShlllC Gorky in the 1940 8. .Culture became a propoganda weapon. Clernent )

Greenbcrg borrowed and promoted the New York ayant-garde Theyf'were used-in the '

antr Commumst cause and also to gain mdependence from Pansum art (Guilbaut
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’
-~

1983) Such politicized artists strivedto go agamst polmcal crmcﬁm and reacted by . |

t

making "the content of the message pnvate and by t:reatmg the anate matenal asa

public declaration" (Guﬂbaut 1983 p. 196) It was a way of t:rymg to create a dlalogue -

. with the public.

This politicization of artand the isolation of artists from Amz{instreamtsoéi‘ety'is the '

result of western influences. It creates an ideal that is held'up as the way to do things

and this ideal tends to be mtolcrant of other ways of loolcmg at art. Behmd Greenberg s

efforts to promote the avant-gande was the idea that "the middle class threatened arg'and

. yet was its only hope for "hlg@glture extsts only? when the mlddle class is -
"~ powerful." (Guxlbaut 1983 p. 188) L@thls scenarfo both art and the artists became an

elite group, ahenated from the mamstream society. ' | ~

Not unttl the latter part of the nineteenth century did the words "art"
and "artist" begin to change in emphasis and meaning. In modem
Western cultures, artists are no. longer seen as ordinary people,
highly skilled and gifted in the accomplishment of their work, but as
- -unusual individuals isolated from general society, who seek new,
personal modes of expressing their sense of the beautiful, and of
-representing the life around them. . Howevcr, in t:radmonal Native
American cultures, art was totally mtegrated into the social fabric,
and many- individuals of both sexes produced some sort of object
" that reflected a concern for the harmonious union of beauty and
function. To live and work properly, aeeordxng to tribal ideals and



_ ntuals, was an afﬁrmatron of one's spmtual world view. (Maurer ' i
1986 p. 144) ’

. . C L "o
Wrtherspoon (1977) writes of the NavaJo that the nonartrst is ararity. An mtefranon o£ ‘
arusnc endeavors wi everyday life § Is seen. He concludes R
..it"is not surprising that- NavaJo socrety is one of artlsts (art-

creators) while Anglo society consists primarily of ponartists who . .

view art (art consumers). The Navajo find it incomprehensible that

-we have more art critics than we have artists, and more art collectors . - - :
5 than we haveartcreators (Wltherspoon 1977p 152) 2 R

Co4 N . i S0 -
-

P

‘ g In miany Amencan natrve socretres art becomes a way of lrvmg, an extant pOSSlblllty for
its members. 'I‘hrs harmony of art with hfe hes m opposmon to our modern created |
: __hlemrchles Some of the students m(thrs study felt linked to nature. Thxsyquallty comes )

' through the types of i 1mages they chose. Recall Andrew expmssrng.f@mpathy for the
“bee or Jeanette s recurr:mg ammal 1mages Jeanette even attempts ge from an-
msect § perspective. "The notron that nature is somewhere over there m’humamty is

over here or that a gneat hrerarchlcal la&of berng exrsts on whrch ground and trees

»occupy a very low rung, animals a shghtly hlgher one, and man (never woman)-

especrally crvrhzed man" . a very hrgh one indeed is annthet1cal to tnbal thought" :

(Paula Allen 1986 p. 59) Tlns supenonty does not seem to dormnate these chrldrens s

V'-worldserther o : . @

The spht between abongmal art that they have for: themselves and the art. '

" produced for tourrsts parallels the personal art done by students and art done in the k o

| school art style Forgoth groups .images for themselves are heavrly laden with -
meamngs not readily percerved by an outsrder Underneath such meamngs behes a

'general harmony of hved expenenees andenvrronment. SRR \-f - _

Tounst art done for the outsrder is devord of meamng It becomes only : :

: lmportant to look native enough for acceptablhty by the outsrde culture Such art'

becomes eqmvalent to the school art that is produced for an outsrde measurement -
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Measurcment can be norted as a repon card mark or bemg socmlly accepted as good

127

o ' art In this study the 1dea of frammg is seen as’ a reward for acceptance mto the ,

| dommant culture The school art culture ac{s ina posmvrsuc framework and students

-

have less attachment and less of themselves expressed in thelr work

There is then an mtegratton of the students hfe and hls/her art- an 1ntegratlon'

paralleled by the spirituality of native art. A bnef survey of native trammg methods N

brmgs out a shared social concemn for the quallty of the art work.

the family or clan On rare occasions members of other families twould receive

instruction since it was usually possible for one to gain instruction from their own

Training among North American tribes was usually informal occuring within

family. Haberland (Wade .I986-' says " the content of the training was still less ﬁéid' o

. than its form" . 124) Drawmg upon Bunzel's (1929)° mvestlgauon of Pueblo potters '

“he shows that teachers did not ask apprennces to copy desrgns One potter is reported
: Bs
vas,saymg o | R

~-In painting I should tell her to use her own brain and to paint any
- kind of desrgn she likes, whatever she can think of. I should not tell
‘her what to put on, but I should say to her: "Use your own brain
" and paint anything you like, only put it on straight and even.” She -
would learn the different designs by watching the other women paint
and by using her own brain and making the k1nd she wants (Bunzel
1929 61 in Haberland 1986) :

' Famllres had charactensuo des1gns mformally handed down from generaue}x to

’ generatlon Though they learned the de51gn pattcms from thetr mothers the cl;um was -

- that they put them together in a new way Learning NavaJo commercral sarﬂ pagnnng is

,v known to be mformal as well. Usually a combmatlon of watchmg and lggmetgormal B

verbal mstrucuon' occurts. The nov1ce continues to watch unnl onewday the new R



artisan will "borrow" some materials and start to. pamt a 51mple uncomphcated

plcture " Parezo 198 /p ?7) Some pamters were taught all or some: of the basic steps.

..Usually they would then leam as they tned 1t out themselves, asking quesuons -, .

dependmg on where their problems occurred. In contrast, fonnahzed apprenuceslups

| oceur if the md1v1dual is tranung tobe a smger or chantcr

- Itis 1mportant to note that although the sense of spirituality-exists in the makm g:

| of an 1mage it'was of i 1mportance also that the item be of good quahty It was the

aesthetic and technical quality of the obJect that was a wsual metaphor for a spmtual. , |

attitude, a mental state of bemg, "(Maurer 1986 p. 144) Maurer descnbes an 1nc1dent

.where a Hop1 mformant is choosmg her best pottery. ‘She does not choose certam ones

for "In the eyes of the Hopl, the beauty of the bowl's shape and pamted desxgn were
B negated by the poor quahty of its techmque " (Maurer 1986 P- 144) Thus we canseca

‘ counterbalance» operatmg to the spmtual imagery in that together with the spmtual -

meanmg, the art item had to be percewed as havmg good quality as well Spiritual

. mearung or quahty alone was not enough for the work to be con51dered good The.

parallel can be seen in student work,where th_ey are more 11kely to show each other b

- 2

' pieces they consider turned out well. ,'-I'his.conc_er'n for an all round succcssful _vimagcr.y'

was evidenced in the Choices they made for a pu’bli_c art display.

vR'itualr

Some nauve art takes place w1thm spec1ﬁc ntual ceremomes such as the Sand

}Pamtmg and Yetblchax ceremomes of the Navajo, the Com Dance of the Pueblos, or the'_' :

Kachma dances of the Hop1 to mentxon a few (Bahtl 1982) Often these ceremomal -

‘have some acts of punﬁcauon which precede The act of washmg of hau' 1s a "standard'- R

o ‘act of punﬁcauon among most Southwestem tnbes" Bahu (p 10) Often punﬁcanon =

L
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involves a painting of the body as in the initiation rite that occurs during the Yeibichai

danqe of the Navajo. The art that occurs during such ceremonies, whether mvolvmg-
- the painting and costuming of the body or the creation of another art work emphasxze

the wholeness of society. ‘
In American Indian thought God is known as the All Spirit, and
other beingsare also spirit- more spirit than body, more spirit than-

- intellect, more spirit than mind. The natural state of existence is
whole. Thus healing chants and ceremonies emphasize restoration

~ of wholeness, for disease is a condition of division and separauon
from the harmony of the whole. (Allen 1986 p.60).

~The general purpose of the ceremony is integration with the rest of the universe. Often
in such ceremonies an expandmg of consciousness is achreved itiseven expected that
persons mvolved in such ceremonies will reach an altered state of consciousness.

(Allen 1986; J. Gowan, 1975). The experience of a piece of art in a _performance

1297

displays its kinetic'quality. Dance and drama are sométixhes‘mixed w1th art. The

masks 'themselves may be animated not only through the dancer's movements but

through movable parts of the mask 1tself Feathers and furs flow w1th the dancer's

- movement making the art ahve (Haberland 1986; Bahti 1982)

‘ The repeunon of movement allows the. achtevement of an altered state in

' cercmomes This brings to mind the efforts of those mtnns1cally mouvated students

who create an internal space for themselves w1thm the room. The turning, twisting and |

humming of Bjgrre come closest to the sense of a performa_nce_. The even rhythnuc_

~ quality of _Catherine swinging her feet back and forth while gazing about in space help
block out the :'sense of the art room as she goes back in time to re-live the image she

: creates 'Native‘performa‘nces are however, communally' understood and benefit all

who see them whereas the student performances become an mdrvrdual means to create

a personal space and readiness for creauvrty

g



A

Nauvc art is mtertwmed wnh myth and, ntual Paula Allcn (1’986) analyzcd

L X
many of the Amengan Southwest tnbcs as to thc ongmal myths ntuals and a.t;;isnc

: 1._310;

o clcmcnts and concludes that pnmaxy power- the power to makc and to nclate- belongs o

to the predommantly fcmtmnc powcrs of- thc umvcrsc"‘ (p- 17) thh the rise of Y

+

1nd1v1duahzat10n from wcstern culturcs she explams how somc 1mages and myths get

: »changed so that harmomous womcn-centercd socxetxcs makc a sh1ft té patnarchal

' SOCICIICS Such a view is also supportcd by Elcanor Leacock (1981) Wxthcrspoon g

(1977), aftcr an exatmnanon of Navajo acsthetxcs ﬁnds 1t "not surpnsmg, thcn that

Changing Woman the vcry csscncc and pcrsomﬁcanon of regcnerauon, chuvcnanon _

rcnewal and dynamxc bcauty, is the Supr: me Mothcr of the Navajos " (p 201) / _

thh this undcrlymg 1dea of woman as at thc basis of. harmony and bcau“ty in
many native cultures lct us look to a possxblc psychologtcal understandmg of crcauvny
 The contrast w1th Ongms of Wcstcrn consclousncss w111 be bncﬂy cxplorcd Thxs w111

further undcrstandmg of thc studcnts art funcnomng in this study

' e ’ ,“}.“V

1

¢



CHAPTER EIGHT =
o SEPARATION AND INTEGRATION

“When .women think back thfough our mothers we look past the natural order
- expressed in physics, astronomy, biology, our second nature, to the first nature that
c male 1dennogagd male science have repressed " M Grumet October 1 985

7 In this thesis. has SO far I have explored nauye V1ews of thetr creative arts and
'chﬂdren s percepnons of thetr art. Durmg the course of the study, I developed a strong.
interest in feminist theory and realxzed the mherent link between this way of lookmg and -
native historical roots. Subject/object relations are ways of bemg-m-the-world The
theory of object relations is part of the deyelop_ment n 'psychoanalyucal_theory. For
feminists, knowledge is similar to_that of_.."‘Husserl"’s claims, in thatkno.wledge is
inbetween the sub]ect and the object. Itis gamed from activities in the"worl.d. Feniinist
theorists appropriate the object.relatiohs pot‘tion of psychoAnAlytic theory so that objects
" are seen as. mediated throtxgh the body and may have layet's of meaning\embedded for -
the iridividual In this way of loolcing at the world, objectiﬁcation and alienation,
become. concerns. Seekmg the roots of SUb_]CCt/ObJCCt scparanon and the eventual
_ dommanon on the basis of gender and class in the westem world we look to early
forms of human society: They estabhsh and 1dent1fy changes in conscxousness that |
| have occurred, leadmg to the separanon of the ongmal haxmony of people w1th nature.
Stmpler soc1et1es dev1sed ritual as a means to giving life meamng Art grew out
- of such ritual. The eventual rise of capltahsm in the western world brought an extreme
ahenanon worker from product. The parahex to thxs ﬁhenauon occurs in obJect relations

- of feminist theory_ and is a way to'explain the relauonshlp between artist and amfact.

.
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When homo saplen sapxcns first appeared approxxmatcly twcnty thousand years

'ago, as a ‘hunter gamcmggmup, they would have seen thcmselvcs as part of Naturc !

~with nb notion of pnvate propcrty (thwood 1984). Malcs would havc undertaken the -

less rellable role of lalhng ammals wlulp women would havc accomphshcd the

- gathering of s&ds and fnnts Knowlcdgc was d1ffercnt from that of the modern world. -
There would havc been "no bo”daxy between what depth psychology would term the

uncon&mus and the COl‘lSClOUS (Kltwood p- 20). The augmenting populanon
combmed w;th dcplcuon of wﬂq ammals led to cgalltanan societies devclopmg into

. village scttlemcnts Crops were dcvclopcd and tcndcd by women. It is suggested that- "

~ such chanées) ;’ﬂi L Lo

. ,;'!.

-

© were accompamed by at least two riew types of undcrs;anmng ﬁrst
human beings seeing themselves as to some extent, séparate from
Nature and acting upon it: and seconik thc 1d¢a of causal agcncy
(Kltwood 1984 p. 21) L .

With new acts some: specmhzauon occuned and, st:auficd socleucs dcchOpcd with

: j"sa

great dlffcrcnccs in powcr and status With the kccpmg oﬁlcrds and land culuvauon
human co_nscmus_ness dcvclopcd the conccpt of pnva;e propcrty. Trade,dcvcloped.

: Warfarcto protect territory occurred and with this '."..."the_ -ccn;rali_ty of women as

producers diminished in signiﬁc'ancc, and thc control over resourse’s began to pass into '

thc hands of men" (Kitwood P- 21) For the nomadic groups thc soc1al dmslon of

' labour and concommitant male dommancc and cultural patnarchy occurcd shghtly _

dlﬁcrently Nomads had a wider view of thc world and at_ntudcs-wcrc more inventive
and ﬂcxxblc | | ‘ o |
A patnarchal rchglon gradually rcplaccd thc ammlsuc belicfs of the. carly

_ huntcr-gatherers. In the cmcs, thc seeds of domlnanbn wcrc cntrenched

" The first cities had a dcﬁmte class structure, bemg ruled by a
mmonty and as'thcy devcloped it became necessary to form a class



of male administration together thh orgamzed armies to defend the'
" territory, Here for the first time in history was a total separation
. between production and organization, and the creation of an arena of
* public life frdm which women’were largely excluded. (Krtwood p-
23).

/ ’

‘ Thls was the origin of gender ahenanon in t.he western world as 1t contlnued to progress
and modemrze Alienation conunued to grow and obJecuﬁcauon became the norm for
Western cmhzanon The separatlon of productlon and product contlnued to increase

making i 1t more d1fﬁcult for mdmduals to have a sense of 1dent1ty

‘The basrc need for relatedness and an 1dennty, as well asa need for orienting
oneself in the-world #htellectually are a condmon of human reason and 1rnag1nat10n

according to Fromm (1955). Unless basie psychic needs are satisfied htnnans become.

-
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. insane. ‘From a Marxist perspective, Fromm criticises the rise of capitalism and sees it

as an ill consumer society where illusory "freedom and sense of identity are found in
comforrmty, he finds a socrety, fanaucal in quanuﬁcanon that creates mutual hosuhty,

distrust, makes the md1v1dual an item exploited by others, theneby depnvrng the person

of a sense of self, except to the extent that he- submits to others or becomes an

‘ automaton Conforrmty, not creauvxty, 1s valued. Itis the expenence of one s own

: 'productrve powers that Fromm sees as necessary to havea strong sense of identity:

[for],...all forms of identity experience based on the group leave -
man dependent hence weak. Eventually only to the extent to which
- he grasps reahty, can he make this world _ﬁ (p 69)

Fromm sees man' as having two basic conflicting tendencies. Oneis to emerge from

the womb, to a more human existance; the other tendency is to return to the womb, to -

“the animal existence where there is total harmony of animal and nat_ure. ~Twentieth

‘century existence in capitalism is hierarchical in nature.. This in turn engenders

oppression, inequnlity and loss of identity. In western culture, pétriarchal v_fvays of

functioning came to predominate, bringing the flowering of science, a seemingly
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N -
objective view, repressmg 1deas of natural law or humamsm Man contmually finds

" new rauonahzatrons for contradrcuons in society. Srmple societies often operated in -

ntual process to glve meamng to soctety and to provide symbols for polmcal movement

and rites of passage Modem Western cmlxzauon has taken aspects of the ritual and o

spht them i mto different i msuruuons Wrth'in the ritual there was tremendous upheaval_

~

» within its contmulty allowmg the soclety to. adapt rather than remain § uc Ritual was

: né? consrstently domg the same thing each time. Rather adaplauons and changes were

common ‘This i 1s evrdent in the art objects that can be replaced 1n the ntual by other-

forms. For exami; in the Lega culture of the eastern Congo, Blebuyck (Layton 1973)

describes a class of st:ulptures represenung a pregnant woman who commits adultery.

The sculpture is occasronally replaced by a piece of twrsted wpod in certzun

' communmes Another commumty uses four sucks placed in an X pattern. “The:

tendency is to replace the sculpture wrth somethmg that is funcuonal Lega people still -

have a posmve value to the1r carvmgs however and have been reported wrthm the last

few decades to hide their sculpture from outsrders

Art as srmply an arttfact is only one part of any ntual To look only at the

amfact would be mcorrect. Especrally, since in many mdrgenous groups art often is .

tted to funcnons of healing or rehglon as well as to the artrst Janson ( 1977) m wntmg |

of pnmmve pamtmg, uses the example of the Navajo of Anzona to dlustrate how close

- aunion ex1$ts between the funcnons of pnest, healer and armt- a umon that may be :

dtfﬁcult for those of the western- wor]l to gmsp Janson ﬁnds that " for primitive '

trymg to bend nature to his n

by magrc and ntual the three funcuons must |

have appeared as d1fferent aspec;; of smgle process (p 49 ). A sense e of wholeness

is present in the performance or creatlon of the art. Therohs a tre between the person -

funcnonmg;as_ artrst.and the object -1tself,_ whether ,the art is created in ntual for soc1al
reli'gicus ptnposes and/or in conjunction wrth healing. - - - | L

I



~In regards to the actual amfact style art tradmons chmce and avarlabxhty of
- media, and scale of the artwork are all cultumlly condmoned. The person who chooses

to do art operates under the. structure-of the parucular culture he or she isin. The final

art work is "the tangtble expresswn of a cultural and therefore a mental construct,
’ expressed_'accordmg to that culture's conventions of visual representation.” (Layton

1981, p 24), Meanings of art may change over time and even the types of people who

135},

are called arnst can change In any culture we have to consider the artist's attitude to the -

art work itself i in order to understand the symbohsm unhzed otherw1$e, we would be
L
" guilty of takmg objects from a culture and appropnatmg them by our culture and

making them "art" as deﬁned in our terms.

Somettme,s thedink between artist and artifact, or subject and object is more

evident i m the process of creatmg the plece than in the relauon between the ﬁnal obJect ‘

.and the amst T}v ue between: the obJect and the idea is shown 1n how the Inuit carver
looks at the shapg of the stone, percetves what is already there and reIeases the unage
through shapmg the stone. Layton (1981) notes that "Carpenter deduces that for the
vEskxmo itis the | g.msuc act’ of giving tanglble form to their carvmgs that is unportant

_once made, the objects ;re abandoned "(p28). -
aE . L '

S }
. Feminist Theory in Light of the Discussion

]

2

i
3

)
|

In a psych analytlcal femlmstss perspectwe, the ch11d's soc1al relatxonal
expertence fmm arliest mfancy is determinent of psychologlcal growth and personahty

development. Mary O Brien sees culture as drawing the child from. the pngmal ﬁrst '

naturc of harmony between mother and child to: a second umversal nature created by

‘man. Gmmet.extelithxs idea to clatm that the curnculum_ is the effort of males and

females to répudiate cqnstraints of reproductive experience.



Fathers, denying the mferenual nature of paternity, use curnculum.
to confera second nature, and appropriate the child to the codes of
.. Culture and language and to the value of capital. Curriculum is as

well, the process used by mothers to contradict the symbiosis of our

~original relation to the child, for our own freedom is linked to theirs
and we surrender the child to the public world, hoping it will confer -

_ a belated individualism on both of us. ...We-need to discover the
degree to which curriculum merely rephcates or compulsively
contradrcts our own hrstorxes of desire. (p. 7). - '

" Grumet perceives the curricul_umwas oMeteMed, in the sense that in 1ts den";l of
- differences between gender relation_s as compensation for our original childhistories,
~ weeach serve.to replicate a patriarchal structure. | _

We find the structure of the school replicating the patnarchal structure of the famlly qt
is not the gmat equahzer that it was. ongmally proclalmed to be with its goal 'of equal
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opportumty Rather female teachers co-opt man's role by medlatmg the dehvery of the :

child to the public society by means of a masculme cumculum
The ' common school’ movement of the mid- 1800's brought women mto the
schools America was committed to educatlon in pubhc schools and women were
‘available in large numbers and were cheaper to hxre than’men. Although havmg the

goal of equal opportumty, it was also recogmzed that there were 4 w1de range of needs

for mdmdual children. The teacher was to resolve problems that arose when students,_ o

recogmzed drfferences As well, the teacher was to promote md1v1dual mtellectual :

K

development Thus there was an ‘inherent conflict within the school -structure of -

mdmdual treatment and yet treanng all students the same. The answer was to glve the

* job of making curnculum and estabhshmg school procedures to the school dean or

- head usually male The needs of the children were delegated to the female teacher :

Teachmg as a women's professron "rested on the nature of matemal sohcxtude" '

. (Freedman etal p.9). Male counterparts left classroom teaclunﬁ to go to posmons in -

“ tl% Qurgeomng mdustnal economy orto admmxstranonal roles iny educauon S -

\:.



Grumet explams that women have come e into the lower elementary classrooms as

- an atte_mpt to escape the home, "...to ﬂee a suffocating domesucrty and 'were

- absorbed by the institutional paternalism that substituted the dtscxplme of the‘ state, of |

vthe school day, its-language rituals, and coercion for. the moral responsibility of the

family." Women were drawn into the pubhc work force, yet most often seen at' the
-1
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lower levels of educauon- a fact still true today Lower edhcauon becomes an extensron :

of the famrly whereby the chlld is slowly drawn into outward culture toward
appropnauon by men. The teacher serves as instigator and mBdiator of culture.

Females deny the mother in order to parucrpate in the public world and males deny

feelings and actions assocrated with femrmty Female teachers were and sull are trea}ed '

ina patemahsuc fashion. The Boston Women s Group pornts out:
o

T8

. Teachers work in an institution wh1ch supposedly prepares its
- clients for adulthood, but which viéws those entrusted with this
task, the teachers themselves as mcapable of mature Judgement (p.

- 3). .

.

The Boston Women's Teachers' Group gives many instances of the conu‘adictions of

 teaching and dest:nbes the demoralmng and degrading effect of the 1nstm?bdm In being

2

acted upon as obJects women are forced to co—opt man's way of functioning and in so

doing thcy become obJect's Those who subject them deny what they see in these” ;

Ob_]CCtS the part of themselves that they have forgotten their ﬁrst nature. ThlS is ‘the

pattern for vrolence against women wntten of by anﬁn (1981) as well as Jessrca :

' Benjarmn ( 1985). Women (the maJonty m the elementary schools) act with a neutral' e |

| curriculum and co-opt mﬁt s role in socrety They become the handmardens that dehver

the chﬂd up to the male world byt all the while denymg difference. Their role as women .
is demed\K;l:ally-sealed schools of 'equal' opportunity with neutral' curricula:

continue to prep the child for the world, a world where the oolitical devalues the

. -
W
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family, and negates the intimate.in:=favor of language and actions of the ppbllc wo_x'ld.

.In this stndy, Jeanette tells us that she thinks that whenever something is in'a frame it is N

consrdered an.( Is the underlymg message for her that the best art in soclety isina fmme

hangmg on the wall urespecuve of aesthenc feelmg- an unage in 1ts own hermetical

encasement? .

'l’he 'neutral’ curriculum is._n'ever made for the actual child for, children are

©
and so contradictions again arise between a meaningful education that values risk taking
_'to develop the thmkmg process and teaching of the prescnbed curriculum. .

Education is an institution whlch holds that questioning and

debating, risk and error develop one's thlnkmg ability. But learning

situations are structured to.lead to osde right answer, and both

teachers and students are evaluated in:;ways that empha51ze only
- quantifiable results. (Boston Womens Teachers Group p. 4-5).

K3

‘In todays world the demand for- quanttﬁahle results is ever mcreasmg sIn terms of

subJect/obJect relanons we must ask- wher@lzs 1he mtxmate the pnvate or the intuitive?

* Masculine eptstemologles are cdrnpensatrons for the mferennal ';
nature of paternity as they reduce pre-oedipal subject/object

mutuality to post-ocdipal cause and effect, employing idealisticor -
_ materialistic rationales.."Masculine identification processes stress

differentiation from other, the denial of affective relations.and

categoncal piversalistic components of the masculine role,

~ denying relagigin where female identification pmcesses acknowledge
7 it (Grume;’ﬁkt 1985 p.5). o

R ;
[ 4

Cumculum then, is male in its operauon Denymg affect, 1t clanns the umversahty of

5 apphcauon to all chlldten, It clanns an ob1ect1v1ty~ an authonty of knowledge

';' Knowledge has two meamngs in our present e-_'!mre By one
" meaning we indicated the knowledge of the mind, and by another
*the knowledgé of the body, or in its more literal sense, knowledge
of the sexual.act. ... The knowledge of the body (which is the
~ knowledge ‘we have ‘as infants)-is-a firsthand ahd physical
. knowledge a‘basic sensual experience of the world.. While our
-father’s knowledge, the knowjedge we receive from’ culture is the
: knowledge of authonty Wh& we know from htm we kno; -

- ,
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different in so many ways. Teachers however, are often evaluated in terms of curricula:

% .

'7\,{{



" because of the word, because of the image, or idea. Culture gives -
us symbols of experience. The knowledge of his world is a-
- knowledge of abstraction, always removed from direct experience -
, - and thus also from the self (and from the authonty of selﬂ (anﬁn )
p. 135). . R '

T A
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To be sure the art curnculum and its knowledge has been taught w1th .varying "

philosophies at different times in hlstory Art educauon can be examined accordmg to ;

‘four basic traditions: the mimetic tradmon the pragmauc tradmon the expressive

tradmon and the objectxve tradition. (Eﬂand 1979) These four tradmons do not -

: %rogrcss in exact hnear fashion. Rather thcre are always trace elements exlsung from
mvx%us traditions even though one particular form may be dormnant Each tradition
had its own phﬂosophy of teaching and criterion for Judgmg art with later tradmons

growmg out of reactions agamst earlier ones. In the last tradition, brought about with

mfluenccs of gestalt psychology and the Bauhaus from Germany, formalism became. .

predommate The teachmg of art was to develop the powcrs of percepuon

| Apparently prevailing a_tu_tudes and new mnovatnons determine howart-is to be
' taught and how it is to be judged. Ele’tnents of all-fout tr&iitiohs are stil]extant and the
objective tradition tends to dommate ‘The idea of equal education in the new land
fa11cd thdlssove dtfferences in class and failed to allow for°personal needs of the

1nd1v1dual The htstory of art teaching is evidence of this effect Over time the lock-

.step methods originally borrowed from factory models, have become progresswely '

tighter through history in the name of accoun.tablhty. A popular effective te_achmg

. slogau of t'oday_'implies that we can _mold' more students into predetermined plans more

efﬁciently than before. It is the peak of scientism inrteaching methodology as the -

underlymg prmcxple is control of the studems and prcdlcuon of the student product.
Art teachmg has become objecuﬁed to'the pomt where a lesson is made and

taught one week and the next week something new 1s taught Students may find ltttle

. relatlonshxp of lessons to each -another let alone to thexr hves A_ male-oriented

»



ob]ecuﬁcd curnculum demcs their connecuon Thxs student fechng is cxcmphﬁcd by
: Farley : " i |

»

Farlcy I think it's different here, because it’s, like I'm with other
people and we don’t have to be always you know really whisper or
-quiet( wiuspered) like that. We can talk to other people while we're -
 drawing and it gives me ideas to draw, like this. When we were
, -‘tallang about someplace in the McKenzie ravine and I decided to
draw this. .. And that's, like different things i msptre me.
R:..isart, c[ass reaIIy quiet? ;
Farley' Well, it's not always really quiet you'ré really, like
your,(sort of laugh) I don’t know how to say this, like you're '
" usually just sort of focusing in’ on your own thing in the art class
. because other people are focusing on their own thing so you've got
. to focus on your own: thing. Like you really gotta just work on your
own thing. You don't have much time to talk to other people cause :
you've . got more of a limited time. Like you've got to have a .
finished product done each thing. Because the next-- -
R: What do you mean each ihing?
Farley: Each class, because the next weék we do something
different. ...Like this, [his time in my sessions] gives me time to
sort of go back and say oh, I'll add somethmg in here.
- R:So how do you feel about thaz? E
~ Farley: I like leaving it-and adding more in later. Cause then
different things would give me ideas; like maybe from the week.
Between last week and right now, different thmgs will happen to
me and’ xtﬂ make me want to draw dz_ﬂ’erent thikgs in. Or pamt or-- .
ot e : R
SR ' : :

"f >

' Farley has pcrcmvcd the emphasrs on product in the school art curnculum and the fact

 that one lesson 1s,1ennrcly d:fferent from the prcv10us lcsson A sensc of comfort seems

to be paramount it’t.regard to s tmg art. Robin brmgs tlus out in her comments to me,
£Tn ;.

>3
nk, 1 thmk more in this specxal class. It's 10t
pre comfortable in this class.

o«

1400

‘ Comfort, a place wrthout crowds or pressure, wherc chlldrcn will not be constantly

measured against some external goal- a time to mcorpomtc thc sclf rather than focusmg " '.

| .on the : product. Thesc seem to be the dcsrrcs for the mtnns;cally monvated although at -

" times there is little room for crcatmg ‘a mce oo"ortablc placc as Plcrre puts it, -
b N

= Chlldﬁood has been created by dxffcrcnt attltudes towards chxldren in hlstory (Phllllppc.

Y
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Anes 1962) In today s ob_]ccuﬁcd world the pacc bccomcs hcctlc and chxldren scnsc a
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prcssurc Busy with many other programmcd acuvmes after school as in the case of S

Sandy or Jcanettc they regrct not bemg able todoart mone frequently

.

, L

R Whatdoyoumeanyounevergettodraw:ﬁ' S R
vSandy Imnbut--ltkemherelcantakemytzmeandletttcomethzs," '

. ’R 0}, andyou can't do tﬁat usually’
. Sandy: Ya. Usuaily busy. " -

Jeanette: Like you only have like somethmg Izke two weeks to work_ v
gﬂ it and or else there’s ond day a week. v
dy: Ya cause art, she only gives.us a bit of time 0. do it; sze '

e ‘have an hour class and like we hardly ever get to ﬁmsh it.
" R: But she thinks:it's finished? ~ ¢

.Sandy: Ya, sort of but sometzmes Izke, we have to hum a bzt'_" ‘.: '

E more.

-+ Jeanette: And then the whole thmg gets rumed o H

. ‘Sandy: She doesn't 'make us rush but we thmk we have to rush
: Jeanette 2??wedo. -

thexr regular art class

R .l m Just eunaus because one of the thmgs I'm ﬁndzng is that
the thmg that you get shown like even in your regular art class, like

you ‘get’ shown overlappmg or you get shown methodS\ of
perspective, or how to achieve depth or, -(cutoff) ‘ '

Jeanette: Here it's more clear, cause you can see it. Like in other y

By E pamungs and like the teachers, they just Show like, "this is a

house". - "this is another house but it's Jurther because you made’it’s

" 4Smaller. This is another house but it's even smaller. This is even B
- further . away.” . ‘But like, in a pamtmg of a-drawing, you'can - -

actually see it beutg used, from the artist' s vzew Understand 2
R: hum hum: Butdo yowuse that? = - . % :

a Jeanette: Zes. I use it right now, anyways. :

' Their vi’cw does not stand in isolation. On another occasion 'Andrew reveals. similar |

obscrvanons when I makc a comment on thc lcmds of thmgs that appcar to be taught in : - s

‘R: Do you use it to the same extent that you do.in your regular art e

- class?” -
~Jeanette: No, not here Here, I try to do my best and also I have

more time here. - - .
Andrew: Well, actually we don't have more art tzme because -our
‘usual art class is one hour. Well, I think so. ~

" Jeanette: Not all the time.

"Andrew: It’s like, werenot- S :

o Jeancttc We re not as much pressured on



L Andrew Ya pressure G
- R: Well, .you can always go back as people do. T}us weelc wzll be
_an exception but usually I've come Monday and Wednesday.
- " Andrew: Ya. Cause in art class we can’t really go back to anythzng
- Jeanette: And I'm-crowded. Also, we're so crowd»d with things. = -
. _‘Andrew: Like you do things and if yol don’t finish it unless they,
- she gives you speczal time to ﬁrush it, you have to do it onﬁour own
.- - time, . _ R _ .
-',RAhIsee‘ : 2 L
- Andrew: Because thenextartclass Izke o - A
- Jeanette: You're doing something dtﬁ’erent : L
- Andrew: ...something totally different. "
- Jeanette: Mastofthenme i o SO
.Andrcw Ya unless like us a two-part prOJect e

.

.'Postman (1982) connects thls sensc of prcssure, tcnsmn conccnn'anon ‘and lack of |
-'spontancous play~- w1th the dlsappcarance of chlldhood It is mtcrcsnng to notc that o

- Amablle (1983) ﬁnds a wﬂhngness o play w1th a pamculartask as an aspcct of i mmnsw -

. monvanon m creauve persons It Postman s view that ch:.ldhood is becommg cxunct m :
its mcrgmg with the adult world and focus on cxternal rcward- a view: supportcd by f

. Mane Wmn (1984)- "nd combuung thlS w1th the fact that cumcula tcnd to be’ objccnﬁed

- masculmc cnntxés, _whcrc do children: stop to find thcmsclvcs? Grumcts scnsc of

P
e

: "overdetermmed cumcula has gone be}'Ond thc bounds of the school in westem society. i

~ And if it is overdctcxmmed then a demal is suggested- a dema} of connccuon wnh hfc'

4

Echomg Fpmm s sense of ahenauon Pagano dcscnbcs thc dcmal

. N . . . B | :
- Inour bureaucranzed world of mgmemcd mass. consumption a
- world in which education is seen only to pmvxdc access to the upper
- ‘levels of a social-and economic reward structure, education ceases to
* have use value. Educatior becomes reduced to its exchange value,
" becomes:g"commodity in a competitive. system of market relation. -
'~ We men and women become commodities, but unlike other =~

ko L.

- - commodities, we willingly take ourselves to market. When:the =~ -

‘prevailing mode of social relations is:based on the exchange of .
commodities, alienation is the standard mode of existence. Perhaps -

- the real tragedy of pdstmodern existénce is that we no longer . =/ L

. experience our alienation as alienation. We know only a vague
anxiety experienced as dissatisfaction.. Our cont literature -
- isaliterature of dissatisfaction and reveals a world in whxch people . .
- o longer search for meaning in their lives, choosing instead to lose ~ : ~..
o f'thcmsclvcs in brand namcs, choosmg a stylc over a hfe o (Pagano IR
. . o R 0
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- 198-p.3).- "Teachmg toward empowerment Integratmg fermmst )
pedagogy into general educauon

\‘ ) ‘ B ) ) . '. o o

_ In thts study, students espemally those who are mtnnsxcally motwated m art,
d'd seet’n tohave a connecnon 0 thernselves in their personal art The re-tlunlcmg of
- thetr 11ved_ exp:nené’;s%s cv1dent. Chenshed expenences of Austraha and the beaches. _ N

"fand tracks of Caltforma ﬁnd thetr way to the lmages of Jeanette and Cathertrte

- respecuvely Farley s btrds look back from the page as he has watched them B?oks
- of Austrahan ammals become meanmgful when the body remembers and i in turn this -
| .helps form the 1mage Nowhere 1s the self more clear than in the sumval metaphor of ‘
_ 'Cathenne s h1ppo toughemng 1tself agamst the WOrld and Andrew s 1mages, where:
"“scarcely survrvmg becomes an achlevement In the process of creaung, the subject '
L%H!ecllated by memones of hved expenences lmks to the 1mage forrmng uhder hts/her |
: hand Medtanon may be assrsted by the rhythmxc bodtly movements ora gentle hum’
thatbnngs comfort to one s bemg To the extent that this medtauon occurs subject and'

Ob_]CCt cross into each other's boundenes mergmg in creauve process to form an unage

Y ; s

>,
- i

: - B - ) "‘v‘;.w. v
: If school art cumculum has become smcnnedwcly&fashmn as to deny a
' connectton between student and art then what is the nnghcauon for art educanon"' ‘
Laura Chapman ( 1982) and Arthur Efland (197@ hay;eadeﬂuﬁed what they term a -
school art style T.lus school art style is created asa pjsult of. adult values under whom L
: the art 1s made Chapman pam/ts a bleak plcturﬁuﬂart takmg place in today s schools - ,
) Where one finds art mstrucuon 1t is often upder the rmsnomer of art where well-

< L,)_f.mtennoned teachers who are in fact,e)uua?ly poorly qualtﬁed in v1sual art may .

B = r"v5'<mrseducate students In fact up to "?percent of our nauon s youth graduate from lugh o




school wrth httle or no msu'ucuon in the arts,’ K (Chapman 1982) Teachets are often not -

5 5

e comfortable teachmganorlackaknowledge ofart themselves o | : 2 ‘

Most adults tend to beheve that chrldren are naturally creauve or: amstlc. that

ﬁ

apprecraung art isa mattenof pexsonal tastd and that learmng about an 1s tb be tndulged

. in by the nch and the few people that ge talented These w1dely held belﬁ:fs by '
| anill 'ety at large‘arefactors that keep art programs held in such low eslcem .

n Socrety 1s a mechamsm of cultufal and econotmc preservanon and

K

'controls ‘e' drstnbutron of goods Sohoolmg, 1nclud1ng art educatton is dtfferent

o accordmg to what class in spcrety people are commg frornr Anyon (198 1) descnbes

¥id

afﬂuent professrona.l schools as developmg skrlls m clﬁldreu to be&ome socrety s

successful arttsts mtellectuals experts and professronals The upper classes tend to be

taught more about the arts Although the majonty of students graduattng‘from such o

"~ schools have had the opportumty to bé!neﬁt from art educauon to a state w_ell beyond’the S

: average person 85% of thrs cultural ehte beheves that ong does not have to. Study or .

h

, leam about art before it can be understood or enjoyed. (Chapman 1982)>‘

l
A

Lookmg back to anthropology we see from the prewous chapter that art was - &

_ 1ntegral to socreues It was generally leamed by younger members through careful

\a 1
o i

o observatron of others in socrety Therefore to 1gnore art or.to teach it meorrectly is to L

add to ahenauon Feehng becomes separated from 1nte11ect or the mechamcs and
‘K -
construcuon of a ptece of work. ~ This "tendency to separate art from 1ntellect and

.thought from feelmg has been a source of drfﬁculty for the ﬁ,el?of art educanon

(Eisner 1972 p 115) It results in erther a one-sxdedf mechamsuc v1ew of art or leaves .

the Chlld to hls/her own devrces in the hope that they wrll amve at an understandm g and
_ablhty in art. Nerther extreme is desrrable A harmony must be allowed between the

subJect and the object. Thts harmony is medlated by mdrvrddal llved expertences In

* this study, desrre for sklll grows out of the need to eommumcate an expenence These B

-students percerve in therr regular class structm‘e the teachmg qf dxsconunuous skxlls and
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» concepts that may or may not have any meamng to them at the ume of teachmg, and -

m’éﬂ'tods and matenals Wthh they may not get suffic1ent time to explore Art for -

| students should be more than lcarmng 1solated art pnnmples and elements efforts at

v el

mfég'auon of themselves and surroundmgs- of subject and ObjCCt are more in keepmg

w1th femnust perspecuves and anthropologtcal art studles of mdxgenous ‘populations. B

,‘ Chapman (191:8) tellsus:

B>

A 'Cﬁildren too, can find inspiration for their own art by obserying the

*'natural and constructed environment and by learning to interpret
what they see in a personal way, not merely recording visual facts
"but captunng thetr feelmgs about the world. (p. 47). .

W

Grafting -

. 4

’ nof beqsolated lessons on elements and prtncxples of art It Culler (1986) draws upon

Art should be in, the context of the subject- the leamcr, hun/hersclf It should -

Demda and tells us- that "Meanmg is produced by a process of graftmg L (p 134) In o ;

c’ombmes thls with leamed techmque and concepts Hls/her perspecuve is valuable as

the mdmdual's background brmgs umque grafts to bear on the lcammg srtuatxon Not._ S

' an art expenence The desire of expresswn glves nse to meamngful forms not on it's

: _,w' thls way the student w1th his llved expenence draws upon prev1ous experlence and P

" all grafts succeed and so the student becomes an expertmenter in learmng-an actlve' -

parucrpant. The challenge isto have the mdmdual recreate his emohonal expenencc o

own but within leamed cultural art forms. Desue or emouon alone does not* glve art .

for as Dewey. (1934) states, w1thout emouon, there may be craftsmanshtp but not art,

it may be present and be mtense but if itis dtrectly mamfested the result is also not art." -

(p 69)
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L Such a sense of the arust requtres that students be allowed consxderable“ |

(

expenence thh any grven matenal so that successful grafting of self to the work and ) A- ‘

matenals used can occut. Leammg becomes a senes of grafts that ean elucrdate and '

elaborate graft after graft mterwoven together Thts way te’shmque and desme are not -
separated. _ " o #Q RTINS R

.;;, S g

Jeanette noticed of Rousseau s color operauon because it had relevance to her in .

the process of worktng on her own’tmage “e has commented on how art becomes” o

more clear when she lobks at the arusts plctures ‘Her mastery of color is certatnly not.'»

that of Rousseau s but she has grafted part of i it's. meanmg to. her .

Grafung can occur m ‘the form of starung a prece of art and then leavmg it for a

. timeto return to’ later bringmg fresh expenences to 1t and anew look at what is already B

- there. ThlS is. clearly ev1dent in Farley s method of worlcm g and his stated preference B "

of returnmg to earher works Allowmg for grafts brmgs about a more harmomous'

interaction between subject and ob_]ect. It allows as well for the personal mean‘ﬁtgs- the'v o -

lived expenences of the student to emerge thhout the desrre of the personal there is. A

. less. commrttment to the creatron Some art theonsts tell us that chrldren draw therr' :

subjecuve experrences of what is 1mportant to them. (Pappas 1970 and Lowenfeld -

o 1964) Whtle this may be true to a certarn extent they do, as this study shows, have, "

shght‘?hfferences in thetr ant that they do under therr own self dlrecnon Prerre has

= commrttﬁent to hrs own art.. He attnbutes thrs to the teacher havrng a dtfferent style' :

: spoken of. leSs commrttment whe %‘ls in the regular school art class than the

‘than hrs own Catherme makes it qmte clear that none of hers would be what she could

do in class The feehngs of prcssure, crowdedness, concemrated acuvrty and focus on

ﬁmshed produgt ~operate agamst puttmg the personal part of the self in art. Everyone ‘

 must fim$h wuh Wuct in the same allotted ume Is it little wonder that art becomes S

_%;'.-; o ..
B Y

,'_;lsomcthmg thatthey WQTkathPampOrtcardmarkasm thecascofEnn orTammy'7 It'_". .
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1s this aspect of thc mascuhnc cumculum wludh demcs &é@ aesthetic and brings

.
- Y

R ) It seems to me that thc role of what is usually called "aesthetic -

" practices” must increase not only to counterbalance’the storage and -
'uniformity of information by present-day mass tedia, data-bank
systems, and, in-'particular, modem commumcgqons-iegnology,
but also to demystify the identity of. sgmbohc bond itself, to
demystify, therefore, the community of Tanguage as a universal and -
‘unifying tool, one which totalizes and equalizes. In order to'bring =
out-along with the su;gulanty of each person and, even more, along -~
with the multiplicity of every person's possible identifications... -the

- relativity of his/her symbolic as well as biological exlstence‘ v
-according to the variation .in his/her spec1ﬁc symbohc capacmes N
3 (Knsteva 1982 p 52- 53) - i v

b'tradmon of ant grcw out of a socxcty whxch 1deologlcaﬂy spht 1tsclf long ago from E
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o Indi\ndual mcamng must be hannomzed wnh acuv1ty It is Iogical that the objecuve-f :

' | Naturc In ha\s‘ng Iookcd to anthropologlcal soumes on mdlgenous peoples we see that :

~our way of lookmg is not the only p0551ble way of funcnomng Perhaps itis nmc to .

‘:" -
6’3

look towards a v1ew that i is more- harmomous, a v1ew common to mdxgenous pcopl

Thcn we can;

ﬁnd a dlffercn{ vemon of the world ghmmermg, just out of :
_ rcach at times not even visible, but always present--this silenced -
- prescence of the idea of a marriage between spirit and matter, the
forgotten knowledge that culture might embody nature for us rather
. than deny her; and that where we are terrified by the force of nature,
- where we suffer loss, or are overwhelmed by desire, culture might =
media‘e nature's power for us and might make of our own mirds -~
~and bodies the sacred vessels which transform expenence mto o
~meamng(Gr1fﬁnp7l) : o -

B
. . , . :
¢



 CHAPTER NINE S
Dt -

- 't-‘U'-rURI_'srrc REFLECHONS, 'p |

Ought not educanon to brmg ozg and fomfy the dtﬁerences rather than the simil. mes’
Q& For we have too much Itkeness as it ts, (Woolfe p 84 ) _ / ‘

° . . . o .

ThJ.S thesrs has’tooked at how modern twenueth century ch1ldren relate to thetr |
- _ art and the relauonshlp wrth the way mdxgenous cultures reflect tlus Way of lookmg 1 ’
: \ _ | Parallels have been drawn between chlldren s aestl1et1c development and that of earher _. -
b ) ;cultum in h1story Such a development is only sumlm' in nature Grven each culture s : '
Lo ._mnovauons and spemﬁc ways of lookmg at the world such a development could not be
: exactly the same type Durmg the conrse of such a development chrldren come oan
.' understandmg of soc1al funeuons of art. 'I‘hrough hrstory these essenually been |
' ‘those of subsutute imagery, ﬂlustrauon, ornarnentauon or'deco:aﬁ and dehbcrate :
persuaslon and convrcnon The art of subsututc 1magery and 1llustrauon seem to be
. .'jmost strongly ev1dent in both groups 'l'here is a clear spht between art for the R
= >~abong1nal cultures themselves and art produced for tounsts Nauve tounst/ art has httle
meanmg Art classes that do not seem to make room for personal explorauons of
: chlldren, result 1n a school art often empty of meamng or at least w1th less meamng than

Yhe students personal art. L

In tlns study, conducted from the end of October 1986 to the end of Apnl
1987 Las pamerpant observer usmg ethnographlc techmques gathered data from

o a_mfacts, ob_ser,vatrons and dxscussrons Thts data was thematlcally analyzed 40 - '_
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understand the meaning of chrldrens art, ‘-A-tnajor division of students as extrinsic or'r
mm_gsrcally,monvat@ i the art process underlies the outhned themes Chrldren inthéir " ’
’ own space and world seem 10 naturally draw upon thcrr personal hved expenences and —
* —dwell in moments of re-hvxng, rc~seemg thetr re?nshrp to the event or character Th
personal space thil envelTps them in the trme crspon is wte drfferent fro

pubhc space of the room and the surfacesad;mty tlh teacheﬁ seg

sy 2

thc meamng of the unage is very muﬁl at part -of %e%self an unagel‘_‘v gpped
‘ ' It i those mtnnsrcally lgennﬁed students that relate in a harmomous fashxon )
wrth thetr art srmrlar to the nanves and thctr art. Therc isa posﬁjle sumlanty to the .
o . vxsual and haptlc mdmduals tdennﬁed by Lowenfeld (1964). Vlsual persons start from -
the env1ronment feel as spectators, and let vision dommate other senses wheﬁas haptic |
| _ persons are malnly concemed with bodlly sensanons and emouonall'y mvolved .
subjecnve expenences Most people are a mixture of both exlremes Using this - .
pamcular group of students it would seem theorencally that the extremely extnnsrcally. N s
mougated students such as Tammy, Pxerre or Enn should have shown more mterest in. -
~ the objects and 1rnages brought mto the room than the extremely mtnnsrcally mouvated
@ _. students One rmght also expect a clear d1v1s10n in their i tmages w1th the extrmsrcally e
| motlvated producmg more art d1rectly related to 1mages or scenes wrthm the art room B
Thts, however was not‘necessanly the case, or at least such asimple d1v151on Was not -
- shown Plerre an extnnsrcally motxvated character m tlus setung, dr*aws mamly hlS : '
| 1rnag1ned 1mages and not from what he sees Robtn who tends towards the mmnsrc"l_ -
motivation, looks. at a bone in the room and mcorporates it wrth her expenences to-
Prqduce an 1mage A smular occuracnce takes place w1th her attennon to Renoxr s ) "
trees. Cathenne would most aptly fit the hapuc category as 1t is very clear that her

1mages come from her own feelmgs and expenences Tammy produces one of her'

most senous patntmgs when she i 1s lookmg mtcntly at the entrance of the school and



o

mlght best approxmate the visual category Even then, the space she creates for. herself

1s identified by her as d1ﬁ'erent from other drawmg times. It seems more closely related i

to the ifner space of the mmnstmlly mouvated even though itis externally onented.

“ Whtle there are possxble sumlanues ina hapuc/v1sual classrficauon, it does, not o -

‘seem to clearly expla.m the underlymg drmng forces at work in the art process. -

: Perhaps Lowenfeld s tdea of the smcenty of % wprk'better explams the dtfferences in

mouvauon In speakmg of a work of art Lowenfeld states \ 3

~itisa product o%uman spirit, thtnkmg and emouons and css\
.only be understood when the driving forces are of - essenti
significance and everything else is only a by-product. ' If these
~ -driving forces are lac."ing, not even the most developed slolls can -
" ever replace them." (p 271) S o S

- relating to the envrronment. It most closely resembles the attitude of harmony amongst .

This underlying dnvmg force in the inu'insically-moti\iated isa diffcrent way of

. mdlgenous groups In the exarmnauon of the na%e and role of myths in NavaJo- -

tradmonal cultm'e Catherme Leroy (1982) expresses the pnmmve human being's way~ |

__of relatmg to the world and ﬁnds the fundamental dlfference between tndtgenous and o

- Westem V1ewpomts as havmg to do w1th ways of bemg

. 'La différence fondamentale entre les attttudes de I'homme
' ,conte et d'uri Ancien concernant le monde ambiant est celle- -
~ " ci: pour I'hbmme moderne et scientifique le monde phénoménal est -

*. . principalment un “cela" M. Buber, Je-Tu; Paris,. 1969), pour .
I'Ancien--et également pour I'homnde prumuf—c est un “Tu" ..Les ~—
Anciens considérent le monde comme un "Tu" problemauque mais =

© transparent.. Le "Tu" est une présence vrvante qux se révele elle -
';-meme . 14) A v :

¥

’ T’)

‘This way of knowmg stands as an altemauve o the relauon between subject and obJect_', SR

- _ that Western sctenttﬁc thought has developed It is that dmect knowmg that we achteve?,- N '

. ti

. . through an emphathettc understandmg of the "other" opposrte us. It 1s a knowmg that'- !

' comesmthemteracuonbetween"l“ andtheother Ittstheknomngthattsrecordedm_



- the student unages rangmg from the metaphoncal unages of Andrew and Cathenne to
the understandmg of Sandys landscapes . *w ' :

ol

i Tt is to be remembered that although the 1mages may ‘be personal lived
)
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cxpenences then: is a concern both on the part of chtldren and of natxves that the artbe

Judged as aesthet:tcally good “This ulumately brings the artist of both groups to leam

and function w1thm their culture s aesthetlc It also insures the perpetuatton of shared. /

art values and techmques. Even the size of the paper most frequently chosen (12x18 :

whtte cartndge) happens to correspond thh the type most commonly used in art

classes. Layton's (1981) general conclusion would seem to be verified.

. Despite the richness and diversity of the art created by human -
- cultures around the world, artists everywhere are constrained and -
. stimulated by certain common aims, common problems and
- common procedures. Instead of setting our own culture apart from
e those of the small-scale, non-literate communities sometimes called -
" 'primitive’, perhaps we could thus learn from their accumulated
expenences (Layton 1981 p 21 I) : '

L

seen as" most s1rmlar to the 1nd1genous societies. What then do we do wrth the

extnns:cally mutwated students” If we were to accept the haptlc/\nsual classrﬁcatmn of «

' Lowenfeld then’ th\ 1mphcauon would be that hapnc types create from w1th1n and

’

_ sensatins and kmesthetlc act1v1ty The vrsual types respond ‘more to perceptlve

In IhlS partxcular study it is the 1{Bm51cally motwated students in art that are -

[

therefore would be suscepuble to onentauons of touch bodlly feelmgs, muscul'ar' .

observatlon Both groups could be 1nh1b1ted 1f the opposrte type of sumulatron is.

forced upon them in thetr creatlve acts For both gmups Lowenfeld makes 1t clear that

the-desxre for e:;pmssxon comés st and that "Attention to detatls must grow out of the S

desire for éxpxssxon otherwxse we are hot dealing wrth creatwe acnvrty " (p 279) ‘

This is alm’ the opposxte of much art educatlon which starts with prescnpttons for

pre-unaget “producuon
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Perhaps a better quesuon than what to do wrth extrmsrcally monvated students :

,!

inart is to ask how d1d they get that way” How is it that they came to be 50 dependent

R

that they repeatedly ask 'What are we going to do now”' Ina Cross cultural collectlon e |

of chrldren s art Betty Nlckerson (1969) makes a very mterestmg obsewauon '

‘*.L‘,. i The general amtude of socxety has much to. @ with the artistic

‘valid place in society; child art seems to flourish best. In these -

‘Zf“ﬂ ~ societies even' simple, utilitarian  implements are usually given -

& . ‘special care.in selection, design and decoration.... At the other

. ‘them The mtnnsrcally mottvated students in art have sn'll retalned the hnk wrth thelr

g extreme are those cultures that demote art from everyday experience, -
- confining it to sterile museums apart from the people. Their. chtldren o
‘ often ﬁnd it d1fﬁcult evento choose Sl.lb_]CCtS to paint. (p 1x)

__The key seems to be art as part of hvmg- as part of the concern of the world around

b &

 own personal bodxly lived expenences Avharmony still e)&sts- a harmony that echoes - |

. the md1genous populauons view of art. The questlon is for how long wrll thls -

: conunue" A longlmdmal study of hrghly mtnnsxcally motlvated mdmduals is necessary ':

1o determme possxble changes in art atntudes over time,

= more, than others For some mdmduals such as Blake and Scott it seems I d1d not have o L

o 'vanauons Jeahette presents h

Another concern m ttus study is, why the VOlces of certaln mdrvrduals speak out:‘ e

'the same rapport with them as others Abscences augmented the problem My !bcus

-itis time for h1s grade Lgvel In Andrew s case. I gamed

' the end of the study bfelt there was more to be

E ‘was upon the %\tnnslcally motxvated Ju’dents but even w1th1n thls groupnhere are'

?o"'\ne very oft?n whereas Andrew comes in when .

".-f.i,t

F over tlme and even at

‘d"‘.‘ ‘

JA- ﬂ’:‘\ B

' really began wﬁén Idid not support the cntieism of some of the other students In this B :

- way we see that ttme was a vml factor in gmng votce to students Perha\>s my‘_" Y

own manner of funcuomng also corresponded more c10sely to sorne than others .

. mortahtyrate Whereartlspartofhvmg,andwherettoccuplesa o

Cathennes personal sharmg--" .
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Many feminists argue for the acceptance of a plurahty in functtomng Perhaps
’ therc are different types of schools necessary for the mm}nsmally motwated as opposed

. to the extnnswally motivated as we can not 1gnore one group in favor of the other

L4

Holistic Hopel) e

Westem edu;atton has developed a system which stresses conformity and separates the ‘
'Y

. ‘mental expenence from the bodtly cxpenence Anothcr way of v1ew1ng thxs in terms of :
¥ ObjCCt relations i is Yo see that Westem cmhzauon m51sts on people movmg towards a -
| 'created second nature that blurs or demes the i 1mportance of the first nature of humans |
Nauve groups ongtnally did not have such. a split i in theu' percepuons Bourgault
(1985_)_ writing of behefs and tradmons‘of amennd1e_ns reco_gmzes the split in thinking
that we make. - "~ | o | | '
Nos ecoles enselgnent surtout les sciences du- mental. .
Pourtany, se‘ul ggxt'r:l cntter peut” comprendre la  Téalité.

Vouloir'¢§ kel avec le mental c'est gssayer de -
<. (Bourgault 1985 p. 122) '

The majonty of our schools now functton asa subject operates upon an obJecL

Expenence is alienated ﬂa%demeim_@e self.' The. project of the future is to harmomze
- our functlomng J uafg rn?'y natw,e gnoups stnve to recover theu' eaxher tradmons we

must ask how to recpyer the body S, lxved expencnce and how tlus can be extended in
o ’art for only when w«; ve a harmony can Wc 1@“’ an educated 1nd1v1dual w1th a

xsensmve relauonshxp wl'th the world. _ '
. L LN

We are trymg to construct an ideal of an edncated person in whxch_
that: cold, hard, straxght and clear thing called knowledge is
“understodd as rooted in the knower's-relatedness; herprOJecuon of

-~ herself into the world.  The ideal of the edﬁ‘eatedopprson is one in
- which ‘habits of the mind and habits of tHe heaft dgre mixed in a
i "passxonate canng toward the world. we intend, thidhgh our acts of

%

:- - o
BN 5 . T sqo.."
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lcnowmg The educated person not only possesses, she i, a past
and a future. We find and form not only ourselves through
* language, knowledge, it 1s there that we find and form- -our;world.
Only those who recognize their radical nearness to the world, their
radical responsibility for the world, are truly emancrpated and:
" * empowered. (Pagano p.13). "Teachmg toward empowerment:
Integraung feminist pedagogy into general educauon" e

' Art educauon has been srdehned too long and rcgrettably there are too few who SRR
| -really understand the nature of art producuon P1cture fora moment a umc and place
| where Catherme could feel that 1t was acceptable tofexqplore het personal art where she - |
~ could brmg together techmque and self-a time when Andrew and Cathenne could work .

out their metaphoncal 1mages of survrval Imagme a room w1th objects varymg m‘ L

‘ matenal form texture color v1sual images both hrstoncal and contemporary, and o

: students of varyrng levels explonng and cr;atlng In such an area it 1s Carl Bererter s

)

i 1mage of teacher as vrrtually a camp counsellor wrth a deschooled emphasrs that seems

- to fit. Tlus isa ume whemlearnmg of art slolls and concepts alone does not rule but'

o

. where md1v1duals are not entrrely on thexr own dev1ces to be creanve Rather a. = |
'harmony is stressed and desire for expressr%n leads to form : |
In natrve art also there is more that operates than only a techmque The sense | _’ |

of spiritual or mtemal understandmg is seen in the art created for oneself That sense of .
- .}'wholeness, harmomzrng techmque and understandmg, present m much tradmonal |

.' nauve art, and seen behmd the scenes in some cﬁildren s artis mlssmg in our methods | | o
‘ ,bof art educauon today ‘This sense of wholeness, of harmony of masculme and )
fcrmmne thought mtegmuon that underlies creatmty 1s best cxpn:ssed by Woolfe in her:j_ |
“charactenzauon of two powers presrdmg in our brams When the two powers fusc,'_'v' ’ :

| woman and man are spmtually cooperatmg

It is when this fusion takes place that the. tmnd is fully femhzed and
used all its faculties. Perhaps a mind that is purely masculine cannot
' create, any more than a mind that is purely feminine,...(p94). '
...Some collaboration has to take place in the mind between the
woman and the man before thc art of creation can be accomphshed

i
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'Somc marnage of opposxtcs has to. bc consummated. The whole of ‘ o

" .- the mind -must lie wide open if we are to get the sense that the writer -
" [artist] is communicating his experience with perfect fullness.- There -

- must be freedom and there must be peace. Not a wheel must grate,
" ‘nota hgn; glimmcr The curtams must be close drawn. P 99)

Niid
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