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ABSTRACT.

h J
This thesis advances the eon%ppt'af an alternative metaphor of

-ducational and{curricu]ar phi]osdgﬁy;as embodied in K1ie§ard‘é
Metaphor of Travel" (Pinar, 1975) and as illuminated by an analysis
of Martin Buber's philosophy of d§a1oque§;F§iIs¥hgu creative, unchart-
ed encqhnter in subjective confrontation. This phi1c§aﬁhy is review-
eddas stemming from Buber's background ,in Judaism and Hasidism hd is
then app]ie{ to currently reputable texts in art edbiétiaﬁ for criti-
_cal and comparative ipsights; An observational analysis Gf an actual
classroom setting, pbtentially rich in dialogie ;ncounter, is presénti
ed in the 1ight of Buber's ‘philosophy. It is shown that the selected
special art education setting is rich in dialoqic encounter in both

+ L . - ,' = .
[-Tt and I-Thou student-teacher relationships leading to the student's

enriched self—copcept which is in keeping w;th genuine dia1ogue and in
particular to the needs of this épeciéﬂ c{assrogmi In Eahc1usien,
Kliebard's illustrative "Mefaphor of Travéi" is seen as a usefuyl
metaphor for educators seeking an alternative philosophic model as a

H

basis for tontemporary educational planning. : )
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o "CHAPTER. 1 : ©
. INTRDDUCTION AND STATEMENT QF THE PRDBLEH

Iﬁtrcductinn

s

Today's changing curriculum scene has. been sutmed up in the root

metaphors of Herbert M. Kliebard (Pinar 1975). P

The Metahpor of Production

The curriculum is the means of production, and the student

is the raw material which will be transformed into a finished and
useful product under the control of a highly skilled tenchician.
The outcome of the production progess is carefully plotted in ‘
advance according to rigorous design specifications, and when cer-
tain means of production prove to be wasteful, they atre discarded
in favor of more efficient ones. Great care is taken so that raw
materials of a particular.quality of composition are channeled into
the proper production systems and that no potentially useful char-
acter15t1¢ of the raw material 15 wasted.

¥

The Hetaphcr of Growth

The curriculum is the greenhouse where students will grow
and develop to their fullest potential under the care of a wise
and patient gardener. The plants that grow in the greenhouse .are
of every variety, but the gardener treats each according to its
needs, so that each plant comes to flower. This universal bloom-
ing cannot be accomplished by leaving some plants unattended. All
plants arenurturedwith great solicitude, But no attempt is made
to divert the inherent potential of the individual plant from its
own metamorphosis or development to the whims and desires of the

gardener.

The Metaphor of Travel

The curriculum is a route over which students wili travel
under the leadership of an experienced guide and compan1on Each
Araveller will be affected differently by the journey since its
effect is at least as much,a function of the predilections, in-
telligence, interests, and intent of the traweller as it is of
the contours of the route. This variability is not only inevit-
able, but wondrous and desirable. Therefore, no effort is made
to anticipate.the exact nature of the effect on the traveller;
but a great effort is made to plot the route so that the journey
wﬂl B as rich, as fascinating, and as memorable as possible.

» -
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The fArst metaphor is a familiar educational mﬂde? that is still
an issue Qf:debagei Some teachers nowadéys resist this metaphor,
while others embrace it. Most recently it has appeared.under the
title "B§ck tq the Basics". Economy and'efﬁiciencyfare factors which
prompt its recurrence, and it is in fact pasedlan the mcée1;aF\jndustry.
It was the mode of education to wﬁich schoals had progressed in Egrope |
before World War 1 (Cohen, 1979). ' ; L .- V!

The second metaphor is now also ; familiar one, embodying the
notion of a11owing‘the individual child to develop greative1;_ Creat-
ivity, freedom, individuality, self-expression, self-actualizing are
all catchwords of the movepent. This model Q} education was sweepingﬁégj
Europe in 1925 whén Martin Buber addressed the third International EdQ

A - -

ucation$1 Caﬁferén;e in Heide]}efgi German, in August, 1925, on the
topic of "The Déveiapmént of the Creative Powers in the Child". Tq
tg%s movement he addressed his alternative "notion” or metaphor, one °
in which the all important factar is‘not the development or release
of the instinct of criéinatgon, but rather one which emphasizes the
Farﬁes‘whfch meet this instinct, namely the educative forges, their
"Eurity'énd fervour, their power of love and ;he{r discretion, into
what connexions the freed element enters and what becomes of it"
(Buber, 1947:113)." He .helieved that the instinct of origination) left
to itself, did nét lead and ‘could not lead to either of two forms, in-
dispensible for the building of frue human 1ife: to sharing in an
undértaking and té entering into mutuality, the buildingyf a community
of;work. Henceighe “Meﬁéphgr éf Trgve?” suggested by Kliebard is quite

suitable as he suggests curriculum must or may be "a route over which



students will trave? under the 1eagershig of an experienced gquide and

gan1on" (underlining mine)

The th1rd a]ternat1ve is a topic of most intense debate in curric-
_ulum studies today. The first and second metaphars are cieaﬁ and have i
' been 1ncorpqrated 1n our present educat1una1 system with both-success
and failure. ’However, it is the ever-present concern for 1mprovement
that engages curriculum thear15tsi This thesis w311 probe Buber's
ph1losophy of educat1on and its possible relationship as a "Metaphor cf

Travel" as presented by Kliebard, in order to illuminate the mean1nq
of that third alternative and present Focd for thought to teachEEs: as
myself, who may be Searchina for a direction more satisfactory than |
either of the first two alternatives presented by K11eg;rd 7
Buber was well acquainted with both the first and second metaphors,!
Q ‘mg 1nﬂuent1a1 in many Dther‘ spheres, besides educat1nna1 theory in
~ philosophy, psychQTqu, socioloay, and theology. He has been descr1bed
as a phi]osoppica1 anthropologist whose central ideas on the nature of
man's access to being always refer to the dialoque betweén mén and exists;
ent qver against him, as opoosed to Plato's sense of man's access to
being through ideal forms or Heidegaer's being that shines forth in the
existent (Freidman, iQSS)i For Martin Bubgr,gdiETDgue énd encounter
between student .and ;ducatar wi"’l be seen as cr’-iticais in a "Metaphor
of Travel”. In this metaphor the teacher, according to Buber, is neither
authorjtarian-figure en%§t1n§="thought control” of the child, nor the
child's assistant, standing aside to watch the child develop freely.
Instead we see the entering into dialoque of teacher with stuggnt, Hemce -
it is’ not teaching that educates, but the educétcr, in every s;£batign

and meeting with the student, inside the classroom and outside. Knowledge

ks



and cCreativity are indispensible, but more important than either is the

teacher's complete presence, his genuine and responsible relation with
¥y

the student. Reality is perceived by Buber as that which is between

body of information to be "learned", nor-as an essence to be developed

in a child over there.
-

Statement of the Problem

The preceding “Hetaphgr of Travél" hints at a third alternative
model for education wherein the e%ucat@r acts in direct relation to the
particular student,gaarkjﬁq from an iﬁclusive comprehension of the
student's own ;éETity, ﬁétﬂﬁis own preconceived igggzof the student. By

experienéing, in imagjnation, from/the student's side as wg11 as his own

position, the teacher Will recognize two things: hé is limited by other-
ness and is also extended by being bound to the other {Buber, 1979).

Thus boldly stated, the relatiofship may seem obvious.  "Yet the
sim?lest case of spelling out thé“obvious may gain significance, if not
%or its own sake, then as an innocuous beginning of considerations lead-
ing to more complex cases, ases either less common @F of heavier conse-
- quences for the individual" (Wagner, 1973:7§)§ Though often quoted as
an exemalar of classroom diaiagugj$ig the best sense of that term,Buber
has not achieved much récagnitian among the prac?ising ranks of the
téaching profession though many teachers ma¥;unkncwin91y embody several:
of his precepts in their classroom conduct. Whether or not Buber is a
helpful influence in the classroom remains relatively .unexplored.

For this study, the qﬁestién is, to what extent can we comment
onn Buberian characteristics and their usefulness as applied to current

classroom practice. A second underlying questinn is then, how the point

’ .

[T S,



of view held by someone operating within a Buberian framework may

provide an alternative metaphor for educational practice.

The Research Questions

Consideration of the problem has led to the formulation of questions
which I will attempt to answer in the course of the study. The questions
‘ are:

1) What are the characteristics of Buberian dia1a§u€§35 evideé&ed
in classroom settings? \

2) What comments may be forthcoming on the usefulness of Buberian
dialogue, when it is evidenced in the classroom?

3) How may the point of view (or points of view) held by someone
operating within a Buberian framework cunt;ibute to the creation of an

alternative metaphor for education?

Terms

dialogue - According to Wagner (1980) dialogue is defined as
reciprocity, meaning thoughts are developed in statement and response
and in counter-statement and response. In a dialogue, the topic is fixed
at the outset, but the direction to be developed is not defined by stat-
ing the topic; the outcome is open. Each participant contributes to his
understanding of the topic and the initiator of the topic does not pick
good, the participants may .come to an agreement as a basis for continuing
dialogue, and the process will repeat itself.

Because all participate in the development of the stream of thought
of themselves and others, this is the ideal form of genuine inter§u§jec=

tivity; actual give and take.

=
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This does not mean the end is équa11y determiﬁed by all who partici-
pate. Some will contribute more éhaﬁ others.

This description differs from Platonic dialogue i% that therein the
imagina%y figure of Socrates draws the dia?egﬁe to his own preconceived
conclusions, illustrating the metaphor of the teacher as the intellectu-
ally dominant person, which is sometimes a good way; but this is not
dia1ogue?ﬁiln the coyrse of this paper, it will be seen that this defini-
tion cf‘dialcgue i§ very much within Buberfan outlines.

exceptional child - Although it is recognized that no one definition
is UﬁiGEFsaI1y accepted today (the term itself is very ccntreggrsia1),
some definition may be useful to the reader. One definitian'{s provided
by Dunn's text: "An exceptional pupil is so labeled only for that seq-
ment of his school career (1).when his deviating physical or béhavioré?
characteristics are of such a nature as to manifest a significant learn-
ing asset or disability for special education purposes; and therefore,
(2) when, through trial provisions, it has been determined that he can
make greater;a1]srcund adjustment and scholastic progress with direct
or indiréct special education services than he could with only a typical

regular school program" (Dunn, 1973:7).

Researth Methods Used in This Study

porating also an observational analysis of an actual ¢1as§rgﬂm situation.
When [ began this research, I believed that a "Metaphor of Encounter"

was a suitable metaphor as a third alternative for educational curricu-
lum. I specifically sought an example or {llustration in which a teacher

was an exemplar of that framework. Other styles of research, such as



'e%hnegraphy or phenomenology, although ;f interest in revealing perhaps
fresh insights into the nature of the chosen classroom situat%oﬁi were
rejected in the awareness that this thesis would seek an example for a
prgdetermined point of view.

‘ In the course of my research, I became increasingly aware that a
"Metaphor of Encounter” was inadequate for the Buberian frame, for what
actually happened in the observed classroom setting, or for my own
conclusions. Furthér-reéeargh in either an ethnographic or phennmenga

Togical style might be rewarding.

Delimitations of the Observation

The observation will deal with "exceptional children" in an art
room setting Brecise1y because one wgu1d expegt in this situation a
high potential for teacher-student rETat1Dnsh1ps due to three Factnri
1) small class size, usually found with exceptional children, 2) highly
individualized responses, often requiring one-to-one ?eiatianships,
typical of exceptional children, and 3) an art room environment which
is highly conducive to teacher-student, one-to-one situations related

to student-project execution.

2

Assumptions

The basic assumption is that teacher-student dialogic relations
are desirable for three reasons. First, the evolution of whole, healthy
pérsans»in a whai2; intact, inteqrated society is central to education,
Arﬁistic activity is often assumed to be thgﬁégeutic in nature. Thé‘
writer gssumes that the therapeuticvnatUPe QF'a?tistic activity in the
classroom ishmore basically grounded in the dialogic relationships which

evolve in the classroom: teacher-student, student-project, and student-

o
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studEﬁt'Feiaiianshiﬁs. Therapy is related to healing and healing is
making whole. Second, it is assumed thatisituatigns of crisis and up-
heaval and resulting states of apxiety and meaninglessness are exper%enced

not only a@@né'exteptiaﬁaT children or those labeled as ‘having "coping -

problems", but’among a good proportion of "normal" studénts. Third,
authentic dialogue between teacher!and student is assgmed to be of equal
importance to Fﬁefpresentation of subject matter in the classroom, for
the degree and involvement of today's student in situations of crisis
which disorient him/her often result in a sense of meaniné]essness within
)

the student in regard to the content and form of edu¢§ticné

Limitations
The primary observation itself has been limited to a small scale: {/ffgs\\

one classroom, one teacher, and eleven students. The time limit of
observation was six weeks, the length of a module unit of art in this par-
ticular school. It was believed, however, that this period was suffi-

ciently long to permit observation of typical student-educator dialogue.

Implications of the Study for the Field .

1) Brandt (1972) states the need for an appropriate model or
theoretical framework with which to begih a study of behavior in a natu-=
ral setging_ Brandt notes that in field studies of the type reéresentéd
by the present observation, hypotheses and procedures can be revised
continuously as one gathers the data and learns more about a given situ-
ation.

2) This observation will add to the body of descriptive detail in
regard to classroom behavior as advocated by Brandt.. While other sciences

are replete with catalogues and handbooks of facts about their phenomena
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- | ffs 9
of study, the behavioral sciences have just begun to acéumu?ate this
typé of détai
3) iﬁast significantly, this analysis is expected to generate furthér
thinking on’possible variations .on a third alternative model for educa-
tion énd possible action in that dimdction on the part of interested:

teachers. . -

S
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. CHAPTER II-
REVIEW OF THE LITERATURE

Introduction

This chapter will first look at Buber's philosophy as it stems from
his background in Judaism ang Hasidism. Second, it will review Buber's
particular viegsibn education. Third, it §i11 summarize Buber's partic-
ular interest in art and his connection with contemporary art education
through a review of currently reputable texts in that field, and will
conclyde with a discussicn(cf one prominent art educator's philasophy
of the art education experience which is particularly related to the

Buberian framework. P
I

Buber's General Philosophy

Martin Buber, born in Austria in 1878, was raised by his grand-
parents in an atmosphere both in;elfe¢tua? and scholarly. His back-
ground was Jewish, pétticu1ar1y of that sect known as Hasidism. In his
years at the Universities of Vienna and Rerlin, he was influenced by
studies of Kant, Nietzsche, Kierkegaard, Dilthey, Tolstoy, Ibsen, and
b@st@evskg, as well as by psychiatry and art history. His doctoral
dissertation was on the Christian mysticism of Meister Eckhardt and
Jakob Boehme. A close Frien? wasxthe social democrat, Franz Rosenzweig. -
Working from the dynamic orbit of many European crosscurrents, he was
acquainted with such prominent thinkers as F%eud, Merleau-Ponty,
Heidegger, Maha tma Gandhi, Einstein, and Bertrand Russé?TE

Gabriel Marcel has described Buber's ideas as a “ﬁuperﬂiﬁaﬁ’

revolution". .
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Marcel and others have noted that western thought §gs teen
encapsulated in a subject-object dichotomy, sometimes consid-
ering the objective impressions of it, sometimes considering

our subjective minds as the given and seeking to validate the
objective phenomena before us. Buber has given us a path to
escape this dichotomy in his subject-subject epistemology

and ontology in which both man and world gradually achieve ,
verification through the continuing dialectic (Bender, 1974:101).

Herman Hessevrmminafed Buber for the Nobel Prize in 1949 for his
”

*

Thou into Swedish at the time of his death, nominated Bubii for the same
award, Fnr’!réndfThogi He received the Goethe Prize from the University
of Hamburg in 1952, the Peace Prize in 1953, the European Erasmus Award

in Amsterdam in 1963, and the Freedom of Jerusalem Award in 1965, as well

as honorary doctorates in humanyties, theology, and law. Buber died in
1965. His writings‘deaifi?é the totality of life, from which center

a writer such as myself may find application in the practice of a partic-,
ular aspect of life, as in this case, the teaching of art.

Many writers of this century give emphasis in their work to the
significgnte of the concept of intersubjectivity, interpersonal relation-
shipg, or as Martin Buber would say, that essential reality which lies
between man and man. A brief sampling will reveal thoughts similar to
Buber's, expressed in different styles for different disciplines.

:Harry Stack Sullivan ,(1940) saw the field:of psychiatry aé a field
of interpersonal relatjonships. Most mental derangements were seen by
him Eaﬁstem from the individual’'s construction of a social reality which
blocks intersubjective confirmation éa’that there is no reciprocity of
perspectives achieved in interaction with others. Others' motivatiqnsi L

&

are no longer grasped in empathy but are defined in hostility.
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Merleau-Ponty (1962), writing extensively on the subject of per-

ception, goes beyond inter-personal relationships in stating: "We
must discover a commerce with the world and a presence to the world

which is older than intelligence" (Merleau-Ponty, 1962:52).

Once man is defined as consciousness, he becomes cut off
from all things, from his body and his effective existence.
He must therefore be defined as a relation to instruments
and objects, a relation which is not simply one of thought
but which involves him in the world in such a way as to give
him an external aspect, an outside, to mike him ‘objective’

-at the same time that he is 'subjective'! (Merleau-Panty,

1964:Xix).
]
Schutz (Wagner, 1971), phenomenoloaical sociologist, speaks of

beina Born into the world of social relationshios, an experience which
is prior to the clear realization of the self as & self. He uses the

terms of the pre-predicative experience as a direct experience of ob-

redicative experience as indirect experience of the same,

based on interpretive judgments and one's pre-existina store of know-

ledae. This train of thought has many similarities to Buber's more

poetic expressions of the I-thou and I-it primary words.

No summary speaks better for Martin Buber than his own openina

words of I and Thou first oublished in Germany in 1937.

TO MAN THE WORLD IS TWOFOLD,
attitude.

The attitude of man is twofold, i\ accordance with the two-
fold nature of the primary words which he speaks.

The primary words are not isolated words, but combined words.

The one primary word is the combination I-Thou.

The other primary word is:the combination I-1t; wherein,
without a change in the primary word, one of the words He and
$he can replace It.

"~ Hence the I of man is also twofold.

For the I-of the primary word I-Thou 1is a different I from

that of the primary word I-It (Buber, 1958b:3).

\) accordance with his twofold

As Buber's thought develops, he speaks of the three spheres in

which the world of relation arises. Dné is our life with nature, next
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is our life with man, and then there is our life with "spiritual beings”,

which Bender (1971) clarifies as referring to spiritual forms, a signif-

icant clarification for this paper. This goes beyond dialogue because it

has(o do with forms of art, knowledge, and actijv.
¢

Spirit is difficult to define. It is a particular term for

‘the Between', especially the sphere of the between present oo

and realized (,sic) between man and the transcendent, man

and the Eternal Thou. It is not God Himself, but the between,

the “life" of thejr T-Thou relationship. It is possible for

this spirit to be corporalized or embodied fnto the tangible

form a work of art in the broad sense. For example, thege is

the "life" of a musical composition--a symphony--embodied inm

the form of the musical score...The score is, then, a spiritual

form.

(4 -

This embodiment of "life" into form can be the work of an

individual or the work of an entire community ower several

generations...Speaking of the Hasidic legends, ...one could

always make the mistake of reading the legend as a story for

its own sake--see it as an object--and remain ignorant of the

“life" it bears...The re-presenting of the "“t{fe" through the

Tegendary form required not only the “gift" of the form bear-

ing the "life", but also the "will" of the man to open himself

* and meet it (Bender, 1971:65-67).

A misconception of the I-It relationship as inferior to the I-Thou
is found in the contemporary writings of Weinstein (1975) who speaks of
"mere" I-It relationships (p.21) and "Alas, ...once the primary word
'I-Thou' has been spoken, the 'Thou' turns again into an 'It', a thing
among things, able to be experieneed and described as a sum of quantit:
ies only" (p.27). Rather, Buber sees both as equally important. HeinQ
stein also stresses that Buber's entire philosophy is built on a concept .
of unity, unity between man and man, man and nation, unfverse and God.
Not so. Buber's philosophy emphasizes the concept of dialectical growth
from I-Thou to I-It back to a more fully realized I-Thou, with the pos-
sibitity of cont¥nual expansion. This dialectical aTternatfon and

tension will ultimately result in unity?\gut ?ur’human condition of
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reality does not realize the’unity and can .scarcely imagine it.

In 1ived reatity there is no unity of being. Reality

exists only in effective action, its power and depth in

power and depth of effective actiofi (Buber, 1958b:89). '
The nearest man may aspire to unity is within himself, where it is
exnntial'tO'entering inf37any authentic relation. The unified man is
one who decisively responds to the Other.and through his example, if he
is a teacher, comes teaching which surpasses content communication.

‘We can trace Buber's thoughts on unity within a man to three
sources: back to his own teacher, Wilhelm 6ilthey, who taught unity as
an fnner'freedom that springs from a historical consciousness - not
as a ready-made solution to life's riddle. History teaches us to respéct

the portion of truth that {s found in every world view. (Schaeder, 1973:45

Although Buber delved deep inte mysticism and revelation, he did not

forget this lesson and was not con d by myst¥cism.

Secondly, his thougpts on unity dervwed from his study of Oriental

religions, wherein he considered the idea of the world as something
that happens to one, takes hold of one, which is unending relation run-

Ring through one like a stream, as when Herman Hesse's Siddhartha be-

\\\teneﬁ a ferryman.

When Siddhartha listened attentively to this river, to this
song of a thousand voices; when he did not bind his soul to
any one particular voice and absorb it in his Sélf, but heard
them all, the whole, the unity; ‘then the great song of a thous(
and voices consisted of one word: Om-perfection...From that
hour Siddhartha ceased to fight against his destiny. There

A shone in his face the serenity of knowledge of one who is no
longer confronted with conflict of desires, who has found
alvation, who is in harmony with the stream of events, with
he stream of life, full of sympathy and compassion surrender-
ing himself to the stream, belonging to the unity of all things -
(Hesse, 1971:135-136). ’



This sense of unity is within Siddhartha. Buber did not see
realization of unity as an end in itself; but in the Western tradition,
it caused him to recognize his task - "to make manifest the truth of
the world" (Schaeder, 1973:98).

Third, in reflecting on'the Isenheim Altar painting by Grunewald,
the risen Christ absorbing a]] the "hues of being in his unity of spirit"”
expressed in color and tone by Grunewald, he says:

This is not the Jew Jeshua, trodding the soil of Galilee and
teaching in his day; it is also Jeshua. This is not the in-
carnate Logos, descending from timeless pre-existence into time;
it is also the Logos. This is the man, the man of all times and
of alt places, the man of the here and now, who perfects himself
into the I of the world - embracing, has himself become unified,
a united doer...He, the united one, shapes the world to unity...
Our world, the world of colours, is the world; but it is so in its
mystery, in its glory - this glory is not that of the primal unity,
but that of a unified glory achieved out of becoming and out of

B deed. We cannot penetrate behind the manifold to find living unity.

But we can create living unity out of the manifold (Buber, 1963:18-19).

- Unity is not a property of the world but its task. To form unity
out of the world is our never-ending work (Buber, 1963:30).

Only when inner unity is lived, not thought, is it a reality.

Religious truth is not a doctrine but a way, a way that is not
found but lived (Schaeder, 1973:109).

To elaborate on the I;It relation, we find'it is one of observing,
experiencing, objective understanding, distancing and separating, and is
necessary to genuine I[-Thou relation which i§ direct, incTusiye, affirm-
ative, subjective, unconditional, unreserved meeting. I-Thou is saying
yes to and with the essence of being. Rules of prior knowledge and
cultural norms, preconceptions and analyses are set aside for the presence
of being.' -

To us, coolly detached in this age of Ioéic, analysis, calculation,
and careful planning, 1iving in a time space of past and future, the

[}
present-time, subjective concept of I-Thou may be alarming, even
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terrifying wﬁen confronted, as if time is Stiééi"g still in the chaos of

pure beifg. To draw an analogy, it is as if in the midst of our active
lives whem we have made so many plans and have created so many problems

which we are busily solvina, the earth should Atastrophically burst

-asunder and we be thrust into a dimension wherg our preconceptions are

no longer valid, the "rules of the'game" no Yonger apply, a being-ness

,,,,,

‘of such all-encompassing power of immediatg/reality that ah investment

of our total being and Presence is deman Bd. . The reality of being, the
direct confrontation of being as is, #gets aside'all as was or as will
be. The-experience cannot be desefibed, since that languade takes us’
back to the I-It world; and yet this world of subjective CDﬂFantatiGn,x
once consciously met, is not dé%ied and is remembered as a reality more
p@wgrfu? than the I-It Qrienggtion to the world. To use a second
analogy: to pi% down the butterfly, to pgssessi/tc étudy, to appreciate
the butterfly uﬁderigiass, is not the same as to percei;e the butterfly
for a brief mame;t F1i§!éfin§ colorfully through sunlight; and yet, for .
man, we see in thegé aﬁgjoqjes mén's twofold attitude to the one wayld.
Both attitudes perceive and understand the world, are interrelated, one
heightening ﬁhe?pe:“cepticn of the Qtélev: )

A third analogy is from Buber's own writina. In the work of

art realizationn in one sense means loss of reality in another.

* Genuine contemplation is over in a short time; now the life in

nature, that first unlocked itself to me in the mystery of

mutual action, can again be described, takeh to -pieces and
7 classified... (Buber, 1958b:17).
;%ﬁs is Buber's central theme. g

: ﬁn interesting fomparison to Ronald Gregor Smith's (Buber, 195%)

trans?ation;of IiaﬁE,Theu,?bpears in the 1970 ;féqs1atiaﬂ by Walter

Kaufmann who deplores the emphasis on Thou for the reason that it often

-
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brings to mind the God of theologians. He'wou1d prefer the title I and
You as implying that each You is also an I, deriving from an idea of

Kant's that all humanity, in our own person as well as in others, should

be treated as an end aJsc'and not only as a means.

Whoever says You does nat‘haversgmething; he has nothing.
But he stands in relation (Kaufmann, 1970:55).

The I of the basic work I-It, the I that is not bodily con-
fronted by a You but is surrounded by a multitude of 'con-
tents’, has only a past and no present. In other words: in-
sofar as a human being makes do with the things that he ex-
periences and uses, he lives in the past, and his moment

has no presence. He has nothing but objects: but objects
consist in having been...What is essential is lived in the
present, objects in the past (Kaufmann, 1970:63-64).

Kaufmann notes the centra] gist of Buber's I and Thou.

: He singled out two relationships: that in which I recognize
it as an object [even though a human being] especially of.
experience and use, and that in which I respond with my whole
being te You...Buber wrote many later works in which he did
not harp on Ich and Du. He was not a man of formulas but one
who tried to meet each person, each situation, and each sub-
ject in its own way (Kaufmann, 1970:16).

Martin Buber's Background in Judaism

To understand Martin Buber, it s necessary to look at his roots in
Judaism and {n general the contribution of Judaism to our present western
civi]izatiOn, much of which is implicit and often I:kEﬁsFor-QFSnted in any
western'philosophy of education. Leon Roth (1961) presents a good outline.

This history of the Jews can be tracéd back to Abraham, a man both
"chosen" by God and who "chose" to believe in that God fpr the purpose of a
way of 1ife; a regeneration for mankind. This God was imageless and yet
personal; not to be limited by any predefined concept of man's own makiﬁg;ai‘

and yp& one who entered into covenant with a man, a Creator who is both per-

onal and who demands personal response from Man. The new way of Tife in-
volves neither a priestly cult nor a Pythagorean rule for initiates alone.

Its essence is simple - "to do justice, love mercy, and walk humbly with God".
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Thus the 'way' of which we are now arrived at the culminat-,

ing expression is as far removed from the orgiastic as it is

from the utilitarian; it is neither an intermittent excite-

ment nor a do ut des, a g1v1ng in order to receive. It is an : -

enlargement of the heart, a 'uniting' of their personality; a

refreshing, and a refashioning of the soul. It is life lived, =

here and now, in the secret place of the most high. It is the

irradiation of everyday-existence by the eternal (Roth, 1961:21).

From the Jews' own account, we see ideas which are part of the heri- ~
tage of western man: election, or choice; vocation, or calling; freedom
and equality; the duty of educationj; the all-importance of the moral el-
ement in life as man's response first to God and then to one another;
morality as rational and universal; 1ife as community; the positive endorse-
ment of love of God and neighbor, both as feeling and action; reality and
power of the unseen. A1l this echoes 1n Buber poetically as well as in
our western thinking generally.

For purposes of contrast to Jewish thought, we may see the Greek con-
tribution to civilization as reasoning, opposed to myth-making. Reasoning
is giving an account of rather than depending on myth making, which involves
the senses or imagination. Reasoning attempts to face up to rea1ity rather
than make-believe. Science is a product of the reasoning faculty. Science
gives reasons for everything, is thus a unifying activity. Its end is in
displaying nature as one,or monistic The emphasis in 5§1ent1f1c enquiry
is on generality, not parficularity - what is common to all, not what is
particular to each.

In the moral sphere, where man is central, it is the particular, in-
dividual action which matters.

There may be little difference between man and man, but that

little is for morals all-important. Variety, both in the per-

son and in the circumstance, is the very stuff of its exist-

ence. For morality implies responsibility and respon51b111ty

choice, and choice is possible only between alternatives.

freednm is there...Man has a true self to which appeal can be
made...It lies w1th man who can, if he will, re- form -- re-
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create -- himself.

Thus the world of moral action is the meeting-place between the

human and the divine. Just as repentance makes a new man, so,

in every doing of the right, man (in the Rabbinic phrase) fs

partnering with God in the work of creation (Roth, 1961:29-30).

Jewish thinking begins and rests on the idea of creation, not yet per-
fected agd still at work. What God creates is also creative, as in man es-

pecially. Human action is seen not as a natural process, neither inevitable,

Human action is what we do, not what happens to us. What we do is the fruit
of moral choice and proceeds from character - motive and intention. Through
chosen action man is continuously creative. This, at its best, is one with
the divine creative act itself: "It is a choosing of 'life'" (Roth, 1961:31).
Roth suggests that the revival of science in modern times was a manif-
estation DFAthe Jewish doctrine of creation, unpredictable and of égér=fresh
possibility. Thus the universe becomes open - not closed, and an open uni-
_verse requires an open qigggfén.attitude dominating the field of art a1sq
in this century. Jéwish thought implies a world of limitless possibility.

Time and again in Jewish Biblical history, we see man involved in acts

o
of free choice, CFeatingC;ﬁs own part, within 1imits, in a drama that is not

mere happening.

Equal to the idea of choice is the idea of service both to God for the
benefit of humanity and t??gg@anity in the name of God, ﬁith the hefc seen:
as the servant who triumpﬁs over suffering and through (not inj suffering
realizes his own destiny, pdrtraits ref1ected in boéﬁ the Zaddikim and in
Jesus Christ. |

The Jewish tradition includes concepts of sin, judgment, punishment,
remorse, a call to conscience, consciousness, conscientiousness,

concepts which may seem lost to the view of the modern western period
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which has emphasized "love" in recent years. Buber's writings all

reflect the Jewish thought that the proper attitude of man towards
man must be personal, because each human being reflects the likeness
of God. |
) The theme of Abraham brought out of bondage, from "beyond the
river" is repeated again and again as a Biblical theme. God is the
source of thg liberated man and has brought man from bondage into the
pdssibi]ity of covenant relation with himself, the Creator. The possi-
bility of freedom is woven together with the theme of man's potential
and need, response and responsibylity in choosing this God as well as
being chosen by thiSIGQd, The way of this choice is 1ife opposed to
death - it leads to community of all mankind and open-ended possibility
in creation. l

In summary, we see in the Jewish tréditioni Martin Buber's roots
in the interpretation of man as potentially responsible one tgwa%ds
another in personal dialoaue as well as open to endless creative possib-
ility in dialoque with God, and as free to choose and explore this
potential which is the way of authentic life. This is a way, a path of

life, which corresponds to the "Metaphor of Travel".

" Martin Buber's Bégquﬂund in Hasidism

To further understand Martin Buber, we look to his background in
Hasidism, a source of his early writings and the inspiration under]yiﬁg
his later‘worksi: Hasidism grew out of Poland, spreading in the 18th
and 19th centuries across Europe, despite perseéuticns! At the heart of
Hasidism, as pnrt}ayed by Buber, is the hallowing of community and

everyday 1ife. Leading the Hasidic community is the strong personality
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of God and the

of the Zaddik, a leader who bath touched the mysterie
people of the community in a direct and personal ud he Hasids, or
pious ones, embodied the concepts of sacrifice and joy in an, awareness
of the continual presence of God despite pcvert¥ and hardship.

In 1907, prior to his writina of I and Thou, Buber was just pub-
lishing The Legend of the Baal-Shem, stories of the founder of the

Hasidim. He summarizes: .

- The legend is the myth of I and Thou, of the caFler and the
called, the finite which enters into the infinite and the
infinite which has need of. the finite.

The legend of the Baal-Shem is not the history of a man but
the history of a callina. It does not tell of a destiny but
of a vocation. Its end is already contained in its beginnina,
and a new beainnina in its end (Buber, 1969:13).

Buber explains the teachinas of the Hasidim thus:

God can be beheld in each thina and reached through each pure
deed (Buber, 1958:249)

Through a situation of choice, the man who beqins to live life with
holy intention enters into the hallowina.

An enchanting myth in "The Life of the Hasidim" exemplifies one of
the two kinds of intention: the kavana or intention of receiving and
redeeming all souls and a1l sparks of souls that have spriina from the
primeval soul and have sunk and bécome scattered in‘a11 creatures. In
r-;demptiani théy conclude their wanderina and return home purified. All
men aée the abode of wandering souls which also dwell in all creatures
and forms imprisoned. They ftriveifram form to form toward perfection.
Those which cannot purify themselves are caught and make their homes "in
lakes of water, in stones, in plants, in animals, awaiting the redeeming

hour” (Buber, 1958 a). The meaning and mission of kavana is that it 1s
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given to men to 1ift the fallen and free the imprisoned. Each person
has a sphere of responsibility allotted to him to be redeemed through
him.

The sparks are to be found everywhere. They are suspended in

creatures as in walled-up caves, they inhale darkness and they

exhale dread; they wait. And those that dwell in space flit
hither and thither around the movements of the world, like light-
mad butterflies, lookina to see which of them they might enter in
order to be redeemed through them. They all wait expectantly for
freedom (Buber, 1958a:101-1n4). -

If this passage suggests an animistic religious belief of an earlier
time, it also relates to the very contemporary existential assertion of
A man's domain of freedom in choice, choice in intention, as well as Buber's
I and Thou concept of man's three spheres. of relationships - man with
nature, man with man, and man with spiritual beings. This is the kavana
of receiving, the redemption of the sparks.

There is a second kavana, the kavana of giving.

It bears no stray soul-ravs in helpful hands; it binds

wor1ds to one another and rules over the mysteries, it

dours itself into the thirsty distance, it gives itself

to infinity... Its path is creation, and word before all

other forms of creation (Buber, 1958a:1n63.

Speech and forming action are seen as the dimension that is no redemp-
tion, but is creation. Herein is a recognition of the power that is
given man through his relationships, a reinforcement of the same
powerful toncept of man's power of choice as effective creatioh through
speech and action, the dialogical in one's meetina with the other.

Echoes of the myth are found in Frankl's Man's Search for Meaning,

which was born in Nazi concentration camps, far from myth.
L
For the meaning of 1ife differs from man to man, from day to
day and from hour to hour. What matters, therefore, fs not
the meaning of life in aeneral but rathér the specific meaning
of a'person's Tife at a qiven moment... One should not search
for an abstract meanina of 1ife. Fveryone has his own specific
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vocation or mission in life; everyone must carry out a

concrete assignment that demands fulfillment. Therein

he cannot be replaced nor his 1ife be repeated. Thus, ev-

eryone's task is as unique as his specific opportunity

to implement it (Frankl, 1963:172).

Freauently, in Buber's tales of the Baal Shem and later masters,
we see the alleqory of the Zaddik setting out on a journey, in the
course of which some insight into the meaning of life is revealed or
renewed. Buber speaks of "hitlahavut" or ecstacy which is not a
sinking into eternity but is rather an ascent to the infinite from
rung to funq. "To find God means to find the way without end"
(Buber, 1969:19). The holy man is one who travels on. Limitless are
the possip41ities open to the man who searches for God and the way.

Rabbi sya's younger son said:

T addikim who, in order to serve, keep goina from

sa ary to sanctuary, and from world to world, must

titheir life from them, time and again, so that they

mgyé)eceive a new spirit, that over and over, a new
revélation may float above them (Buber, 1978).
%he maaqid of Mezritch said:
Every lock has its key which is fitted to it and opens it.
But there aré strong thieves who know how to open without
keys. They break the lock. So every myStEFy in the world
can be unriddled by the particular kind of meditation fitted

to it. But God lToves the thief who breaks the lock open:
I mean the man who breaks his heart for God (Buber, 1978), =

To sum up Buber s gxperience of Hasidim, we hear again the themes
of responsibility, man tb man and man to ng; and of freedom - in choice
and into new creation with God - a sense of the urgency and calling of
the search 1nto'new'creation, new possibility; Again, the "Metaphor of

Travel"” is suitable.



Martin Buber on Education
This potential responsibility for reﬁemptian and creation is
"carried into Buber's lecture on Education which was delivered in
Heidelburg in 1925 at a conference on the topic: "The Development
~of the Creative Powers in the Child". Buber was reacting against two
trends in education. The older one, the traditional view, regarded
children as receptive vessels for the storage of culture and traditién,

A

and the newer, creative view, was toward the development of unlimited
freedom and creativity in the child. The second trend permitted the
child to grow and develop without inhibition and unnatural restraint or
interference on the part of the educator. Buber's point was that
although both views offer vaiuabie insights, more important is rea?gzé
ation that true, human life is shared enterprise, an entering into
mutuality. The delicate quidance of the teacher is the all-important
factor in education.

This almost imperceptible, most éeIicate apprgachi the

raising of a finger, perhaps, or a questioning qlance, ,

is the other half of what hapoens «in education (Buber, 1979:115).

yhg were Qodel teachers? We have noted that Buber studie&, not
histcricaf religion, but c@mparativegre1igian. He found, thrauaﬁ his
studies, in the founders Q% the great religions the truth of a teaching
that is lived and practised, which was later to become the secret of his
own influence (often seen as coming from his existentialism). In Buddha,
Lao-tzu, or Jesus, as in thé Zaddikim, he found the fulfilling man who
Ns himself the teaching - the truth that is handed down from generation

to generation as a way of life and not as knowledge about the nature of

being (Schaeder, 1973:99).
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A he?per is needed, a helper for both body and soul...the
zaddik...He can heal both the ailing body and the ailing
soul. Dver and over he takes you by the hand and guides
you unt11 you are able to venture 6n alone. He does not
relieve you of doing what you have grown strong enough to
do for yourself. He does not lighten your soul of the
struggle it must wage in order to accomplish its partic-
ular task in this world (Buber, 1978).

His Tife must be the example and so the students must be aware of
his TiFeia He must work with the people until they are ready to re-

ceive uhat he can give them. The students, in turn, build up the

Zaddik in his hour of need.
Further to this concept that the teacher is the teachina, Buber

sees education as effective selection of the world by the educator.

Everything impresses the Etudent and forms character, but the educator

consciously selects what he will impress on the student (Buber, 1947:°

135).

[4

He fails the recinient when he presents this selection to

him with a gesture of interference. It must be concentrated
in him; and/ doing out of concentration has the appearance of
rest. Intér{ereﬁce divides the soul in his care into an
obedient par¥ and a rebellious part. But the hidden influence
proceedina from his inteqrity has an inteqrating force

(Buber, 1979:117).,

confidence.
He feels he may trust this man, that this man is not making
a business out of him, but is taking part in his 1ife, accept-
" ing him before desiring to influence him (Buber, 1947:135).

The educator must ex

*rience from the other side. This is not
empathy, which is identiflication with the atherirnnr is it car%nq, which
carries a note of condescension, but is the extension of one's aﬁn
concreteness. One recogryizes both his extension through the other and

his being 1imited by the-other, and this is a dialogical relation. The
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educator must gather the child's real presence, not his idea of the
student into his own store as "one of the bearers of his communion with
the world, one of the focuses of his responsibilities for the world"
(Buber, 1947:126). The inevitable question is, "Mow can I do that in a
classroom of thirty children?”. It must follow that any teacher who
agrees with the Buberian mode will also begin to insist on teacher:stu-
dent ratio in any given learning situation being commensurate with his
abilities to deal with each in some measure as individual persons. A
doubter will say, "That's impossible, the tax-payer will never support
it.", to which the Buberian will rejoin that the whole point has to do
with open-ended possibilities of new creation in the face of impossible
and imposing reality.

Perhaps it was as founder and director of the Israeli Institute for
Adult Education from 1949 to 1953, an institute which trained teachers
for work among immigrants in the camps, that Buber most directly addres-
sed modern teaching pragtice throuah his real dialogue with the situation
of crisis in Israel at that time.

A former pupiIvaF Buber's, Aubrey Hodes, has written a book in
which he gives personal testimony to Buber as a teacher.

The real teacher, he believed, teaches most successfully

when he is not consciously trying to teach at all, but when

he acts spantaneaus]y out of his own 1ife. Then he can cain

the pupil's confidence; he can convince the adolescent that

there is human truth, that existence has a meaning...He felt

that it is not the teacher s task to tell the pupil what is

right and wrong in absolute terms, to dictate what is good

and what is evil in general. What the teacher should do is

'to answer a concrete question, to answer what is right and

wrong in a given situation...'

His method was not pedagogical in the narrow sense. He was

1ittle concerned with the how of teaching, with such matters

as syllabuses, methods, and examinations. What concerned
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him was the why - how to give the pupil a sense of his

identity, of his organic unity; how to show him the way
of responsibility and love. This is what Buber looked

for when judging the success of a teacher

(Hodes, 1971:117-129).

Hodes discusses a meeting in December, 1962, in Buber's home in
Israel where he met with twenty-five Israeli teachers to discuss "Ho;
to Educate After What Has MHappened in the World", referring to the
crisis situation in which Israeli teachers and students found them-
selves at that time. DPE of the teachers explained the problem: Cj::

Our youth are caught up in a crisis of values. We as
teachers preach one thing, but the reality is very differ-
ent both here in Israel and in the world as a whole." Buber
replied: "You have touched on a very important point, which
cannot be settled in one or two sentences. In my opinion,
only life itself can answer your question. You ask how we

qo about implementing the Ten Commandments in our time in our
country? Everything depends on the situation, on the cor-
rectness of each situation. The commandment to honor your
father and your mother can take on different forms in varying
situations.

The same is true of 'Thou shalt not kill'. I once contem-
plated something and then realized that what I wanted to do

was in effect the equivalent of killing. In the end it is

the situation that interprets reality. It follows that there
cannot-be absolute answers to questions such as you have
asked. ..

- . ' %
The teacher must show the pupil the direction. He must point
the way. But the pupil must make the journey himself. And

you show someone the direction only when he wants to go the
same way - the way of realization, of throwing his whole self
into the journey. : .
. &7
I consider the profession af teaching the most important in -,
human society. But this is on the condition that the teacher
should be a teacher on whom the fate of society rests. Clear-

ly there are objective theories of education. But for myself,

I doubt whether these are valid in practice. The teacher can

have an influence. And the most effective way to influence a

pupil is through example. Not the overt example, but the '

hidden, which is proved unconsciously, without any didactie-
intention...

)
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I do not like talking about principles. I prefer to discuss
different situations. But these are not fixed. Perhaps the
situation of tomorrow.

E
According to Hodes, "He looked for faces that were struaql-
fng for form and shape. Then he helped them achieve identity.
And those whom he taught in this way, through the power of his
person, not by preaching but through answering concrete ques-
tions, became his pupils during his Tife and after his life
(Hodes, 1971:117-129).

The last question arisinma is: Eéachinq what? Mot to a cultural
: fmaqeg such as the Christian, the gentleman or the citizen, but toward
" the "image of God" (Buber, 1947:13n). Buber's use of the term "God"
is not self-explanatory, since this term has widely varying subjective
meanings for each individual who uses it.

Herbert Read sidesteps this problem in saying:

The very fact that we can differentiate our objectives
shows that they are good only for a particular time or
civilization. When these temporary and pandial aims fail
us, we can only fall back on what Buber like other mystics
ca115 the 1m1tat1on Qf ng a rem@te but not an 1mpract-

thrcugh the realm of beauty tc the rea1m af truth
(Read, 1958:295).

Friedman (1960) interprets the passage in this way:

The-task of the educator...is to bring the individual face
Tﬁs?ace with God through making him responsible for himself
rather than dependent for his decisions upon any @rqan1c or
collective unity (Friedman, 1960:180).

Walter Kaufmann comments:

The sacred is here and now. The only God worth keeping is a
God that cannot be kept. The only God worth talking about is
a God that cannot be talked about. God is no object of dis-
course, knowledge, or even experience. He cannot be spoken
to; he cannot be seen, but he can be listened to. The only
possible relationship with God is to address him and to be
addressed by him; here and now - or, as Buber puts it, in the
. present. For him the Hebrew name gf God, the tetragrammaton

(YHVH), means HE IS PRESENT...in this context it would be
more nearly right to say: He is here.



Whefe? After Auschwitz and Nagasaki, where? We look around
and do not see him. But he is not to be seen. Never
(Buber, 1970:25-26).

Kaufmann goes on to talk of the epigram of an early edition of
I and Thou:
Thus 1 have finale obtained from you by waiting/ God's pres-
ence in all elements. But Buber clearly separates himself =
from pantheism by the following: The abyss and the light of
the world,/ Time's need and the craving for eternity, Vision,
event and poetry:/ Was and is dialpgue with you (Buber, 1970).
So Kaufmann reveals that the little classic was dedicated to Buber's
wife, Paula, "grounded in an actual re1ati6nship between a human [ and
a human You". A central stress falls, Kaufmann states, on You, not

Thou. .

God is present when I confront You. But if I look away from
You, I ignore him. As long as I merely experience or use you,

I deny God. But when I encounter You I enccunteg him
(Buber, 1970:25-26). '

In Between Man and Man, God is that which responds to man's search

for existential meaning, the response that meets this cry of man and is
recognized by many as taking the form of a personal God. This séarch
and longing, which echoes in today's student, is allegorically and
beautifully desc?ibed in fhe gpeninq paragraphs of Bubg;‘s essay on
"Dialogue”, told as his dream of the double cry.

The dream begins in very different ways, but always with
something extraordinary happening to me, for instance, with
"a small animal resembling a lion-cub...tearing the flesh
from my arm and being forced only with an effort to loose
its hold. The strange thing is that this first part of the
dream story, which in the dumation as well as the outer mean-
ing of the incidents is easily the most important, always
unrolls at a furious pace as though it did not matter. Then
suddenly the pace abates: I stand there and cry out. In the
view of the events which my waking consciousness has I should
have to suppose that the cry I utter varies in accordance with
what preceded it, and is sometimes joyous, sometimes fearful,
sometimes even filled both with pain and with triumph. But in
my morning recollection it is neither so expressive nor so



various. Each time it is the same cry...When it ends my heart /
stops beating. But ther"Somewhere, far away, another cry
moves towards me, another which is the same, the same cry
uttered or sang by another voice. Yet it is not the same cry,
certainly no "echo" of my cry but rather its true rejoinder,
tone for tone not repeat1ﬁg mine, not even in a weakened form,

- but corresponding to mine, answering its tones - so much so,

~ that mine, which at first had to my own ear no sound of quest-
ioning af all, now appear as questions, as a long series of

- guestions, wh1ch now all.receive a response. The response is

no more capable of interpretation than the question. And yet

the cries that meet the one cry that is the same do not seem to
be the same as one another. Each time the vaice is new. But

ow, as the reply ends, in the first moment after its dying

fall, a certitude, true dream certitude comes to me that now it
‘has happened...If I should try to explain it, it means that that
happen1nq wh1ch gave _rise to my cry has only now, with the
rejoinder, really and undoubtedly happened. Finally, once again .
he gives the cry and awaits the response, which he finds is
already there. It exceeded the earlier rejoinder in an unknown

perfegt1cn which is hard to define, for it resides in the fact
that it was already there (Buber, 1947:17-19).

The conclusion of what Buber meant by "God" is just this. An
individual, in recognizing that eternal reality has to do with the
meeting of the one with the other, becomes unified with#nimself in the.
recognition that his cry meets response.

-the myth of I and Thou, of the caller and the called, the finite
wh1ch enters into the infin#te and the infinite which has need Gf

he finite (Buber, 1977:13). .

Then he in turn becomes the response bearing this méssaqe it his.person;

he is enabled to turn in responsibility to his fellow man. This draws

- together all of Buber's thoughts on education. This is how the teacher

is the tea&hiﬁq, pointing the way, through his being present to the -
student in concrete reality, unified in this realization of reality,
being the example himself and thus enabi%qg the student to trust and
eventually become aéain another being unified in realization and respon-
sible to other persons, capébie of méeting also.

Finally, Buber himself speaks on his doctrinegb

w
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I myself have no "doctrine". My function is to point out
realities of this order. He who expects of me a teaching

. other than a pointing out of this character, [the character
of the suffering servant, found in the 7addik, Jesus of
Nazareth, one who turns to and teaches his followers in re-
sponse to Eternal presence in God and in his fellow man)
will always be disillusioned. And it seems to me, indeed,
that in this hour of history the crucial thing is not to
possess a fixed doctrine, but rather to recognize eternal
reality [the meetina of the One with the Other] and out of
its depth to be able to face the reality of the present
(Buber, 1953: xiii). Y

To summarize, then, the following points have been discussed as a’
means to grasp the essence of Buber's philosophy. «First, the world is
" interpretable through relational terms: I-Thou and I-It. Secondly,
‘the early basis of Buber's philosophy can be traced té his Jewish and
Hasidic backqround, aéd third, education is effective selection by the
educator. Aagain, the "Metaphor of Travel", wherein the .curriculum is
a route travelled under the all-important leadership of an experienced
quide and companion who helps the student find his own way, suffices.

The teacher shows the pupil the direction; he points the way. But the

r

pupil must make the journey himself. )

Buber and Contemporary Art Education

For Buber, art exists as a dialogic encounter. In."Distance and
Relation", he talks of primitive man's transition from forming function-
al tools to forming art work.

Man has a great desire to enter into personal relation with

things and to imprint on them his relation to them. To use

them, even to possess tibm, is not enough, they must become

his in another way, by imparting to them in the picture-sign

his relation to them _(Buber, 1965:66).

From his Hasidic background he derives art as this: a man is

confronted by a form which desires to be made through him into a work.
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This form is not the offspring of his own soul, but is an appearance

which steps up to this man and demands the effective power to be. "To

produce is to draw forth, to invent is to find, to shape is to discover'
(Buber, 1965:52).

He expands this concept into discussion of the dialogic. Art is
only art when it is taken up in dialogic relation, not when left as an
object of analysis. In bodying forth, the artist discloses and leads a
farm across into the world of It The work then may be objectively
described and analyzed. Yet_fzom time to time it may again meet a
receptive beholder as I[-Thou, a% existence rather than a sum of traits.
Buber sees art as a basic capacity for meeting the world, not merely
serving a symbolic fuﬁcti@n.

A review of cufrEﬁt1y reputable texts on the topic of art education
should reveal if and to what extent the Buberian concept of dialoqic
relation, both [-It Dbjectivity and I-Thou poss%bility-is held as a
significant point of departure for the practice of art teaching. It
would be expected that some degree of the dialogic I-Thou relation could
be evidenced because of the nature of art, a discipline wherein direct
confrontation as subjective reality has long beeq a respected approach.

One would expect to see both primary words used, in some sense as
direction for teacher-student, student-student, and student-project
relationships if the essence of art, education, and the combination of

'the two is perceived as related to the Buberian framework.

In Laura Chapman's Approaches to Art, an opening statement recog-
nizes the teacher-student sphere. "Your role as a teacher will be to

mediate the child's education in and through art" (Chapman, 1978:4).
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She'speaks of tﬁe other med{ators in the chifd's experience of art -

the quest for wea]tht success, and upward social mobility. Buber

dealt with this as a reason why education need not follow traditional

lines of inculcatina cultural modg]s, since this comes about naturally.

For this reason choice or selection of educative content as ourposeful

is crucial. "In this way, throuah the educator, the world for the

first time becomes the true subject of its effect" (Buber, 1947:116).
Chapman sEates that "The kind of influence the school should have

is the central problem in aft education" (Chapman, 1978:6), and resolves

the problem by suqgesting the role of art in society must be re-empha-

sized. )

. - T
, yet here Thapman is clearly the educa-

This sounds very democratic

tor selecting the effective world for teacher;ﬁé} art. Her rationale

e zi

follows: //// : \\
’ L
Functions of General Education Purposes d(\gpf Education
Encouraqges persdna] fulfiliment. Encourages personal fulfillment
through art experience.
Transmits the cultural heritaqe. Transmits an appreciation of
the artistic heritage.
Develops social consciousness Develops ah awareness of the role
in youth. : of art in society.

Chapmén defends her rationale in the name of democracy. "In a
democratic society, the power to determine the quality of life is shared
by all the people, not just one person or 3 self-appointed few. The
need for enlightened citizens leads to three primary responsibilities
of qénerdl public education and, by implication, of art education”

(Chapman, 1978:19). It is important to see a distinction here. This is
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not the voice of democracy that sees three primary responsibilities -
this is Chapman, the educator, the selector of content.

Buber would challenge the purpose of art education as personal
fulfillment through art as highly questionable. Chapman says, "When
children use art as a means of expression and as a way of resoondina to
life, it becomes a source of personal fulfillment" (Chapman, 1978:19).
Buber would strongly arque this point, stating that action which leads
to individual achievement is a "one-sided" event. The Farcé in the
person goes out, impresses itselt on material objectively, and the
movement from person to world is complete. Spirit goes out from the
originator and does not enter him. He cannot foster mutuality with his
work.

As oriainator,...man is solitary. He stands wholly without

bonds in the echoing hall of his deeds. Nor can it help him

to leave his solitariness that his achievement is received

_enthus1ast1ca11y by the many...0Only as someone grasps his hand

not as a 'creator' but as a FETTQN*C?EEtUFE lTost in the world,

to be his comrade and friend or lover beyond the arts, does he

have an awareness and a share of mutuality. An education

based only on the trainina of the instinct or origination would

prepare a new human solitariness which would be the most pain-

ful DF all (Buber, 1947:114).

"TD transmit the artistic heritace" is qood so lona as the selec-
tion of content is again recognized to be purposeful and selective
through the medium of the educator. "To develop an awareness of the
role of art in society" also depends upon content selection by the
educator. This could be interpreted by.an individual educator from
one extreme of service, the maintenance of a conservative status quo -
to another, the quest for new possibilities. Chapman's interpretation
fs her strongest point for dialogic encounter in that what she des-

cribes as the role or function of art in scciety'wculd draw the child
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into encounter with his immediate, lived-in environment. She does nct,
however, probe deeply into the underlyina meaning beyond sugaesting
that such is oresent in environmental forms of design and needs to be
explored. !
From her rationale, Chaoman qoes directly into a discussion of
various art forms and processes which are necessary for successful
student-project, I-It experiences. In Chapter III, "Understanding the
Artistic Process", she discusses incéptian, elaboration, and refinement.
Touched uoon very briefly are various philosophic ideas, such as John
Dewey on art as a form of communication requiring an appreciative audi-
ence for its completion; but no one particular viewpoint is the subject
of elaboration. gpapman suggests that for children, the teacher-student
relationship is the source of motivation, and extensively specifies E o
several objective, concrete sources of stimulation for the inception of
an idea. ‘
Chapman's implicit appreciation for the sense of I-Thou in man with
art is expressed as art criticism is broached under the tonic "Perceiv-
ing and Responding to Visual Forms". !
The ability to.see visual forms is a natural endowment of
those blessed with vision. Perceptual skills are essential
for a number of tasks, includina readina, writing, and sc1en-
tific observation. However, the ability to respond-+ .
of art and to the visual environment is not simply(a matter
of decoding symbols and of notina the observable pdrperties
Of thinas. It is a predisposition, cultivated by instruction,

0 search for exbressive meaning in visual forms
(Chapman, 1978:64).

Art criticism always brinks dangerously toward over-emphasis on
objective ané]ysis rather than direct entering into reia;icn with the
fotm or reaching through it to the artist. Chapman offers several
“methods for criticising art" which border distinctly on the desecra-
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tion of the dialoque between man and art. The nearest Chapman comes to
describipq the aesthetic éxperiEﬁcg of enterina into relation is touched
in terms of "empathy", the projection of one's own personality onto
form, and the admonition that conscidus effort be made to establish
proper psychic distance, a balance between total objectiyity and total
subjectivity, which is a very objective value judgment. Nowhere is there
a suggestion that the aesthetic experience of entering into relation with,
for example, Picasso's Guernica can be a gqripping, awesome moment affect-
ing all one's future dialoque with life. Continu1ng under art criticism,
Chapman suqqests an interactive or aroup discussion, implyina student-
student relationships, but these are only a means of making critical
judc;nents on the art work, not a meaninaful encounter in itself. Child-
assistance to the teacher in "takina in the child". The child studied
thus is understood in the primary sense I-It; and this can be most use-
ful if handled delicately as a preface for the potential I-Thou, seeing
the child as he really is, not as an idea of the child based princioally
on generalizattons as these.

Near the end of the text, Chapman talks of individualizina the
program which

may mean that teachers affect each student's life. Effective

communication with children is always based on empathy with

how each child sees, thinks, feels, and acts - trying to under- -

stand things from each child's viewpoint. But at the same time,

teachers should not merely reinforce the status quo but extend,

enrich, and sharpen each child's awareness of what life has to

offer. The basis for meaningful teaching and learning is commu-

nication - a sharing of exper1ence that both acknowledges and

‘transcends differences. (Chapman, 1978:374).

The Chapman text is very useful for the beginning teacher who has

not formed a personal philosophy. Its approach is politically inoffen-
o i
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sive and touches a wide range of practical situations. From a Buberian
perspective, it is strongest.in the I-It dimension and the spheres of -
teacher-student and student-project relationships. —
A second text currently in wide usaqe is June King McFee and Rogena

Deqge's Art,‘CUIture and Environment (1977). The particular persoective

of this text is art as a vehicle for cultural communication. Recent
awareness of the cultural dimension stems from the racial difficulties
of the 1960's in the U.S., the tidé of immiqgrants from south of that
border, the Viet Nam conflict brought to public consciousness th?auqh
Fe]evision, and the impact of young, educated people trév311inq from
country to country. lThis text responds to a popular awarénessvand a
political situation of this time and is a practical guide on how to
teach art through culture. '

| Transformed into Buberian dialoque, some of the principles on which
the book is based are:

1) Make your ideas and feelings more expressive to others and more

meaningful to you. This suggests dialoque in the sphere of man with art

forms and man with man, an extension stronager than the Chapman point of

personal expression.

2) Increase your perceptions of visual;qya}i;igéfénﬁ,iﬁ,handc?afbed.

manufacturAd, and natural things. Here the man with environment theme,

which in¢ludes "spiritual" forms, is streﬁsed,

3) Create functional, meaningful, aesthetically pleasina objects to

enhance‘xpuf life style. This objective brings to mind many provocative

questions as to how that which is "meaningful" will be divylaed. Also,
what does the term "life style" suagest? Is this literally the making of

one's "life" into an object of "style"? What is the implication of the
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I-It to I-Thou dynamic dialectic here?

4) Learn about other people through the ideas and qualities they

express through their art and the ways they design their homes and

neighborhoods to create environments that ref?egﬁ_ﬁﬁgﬁr,yajgg; and
beliefs. This relates directly to man with man and man with spiritual
forms, \

5) Assign ways to make your nwn;ggyirﬁnmég;,,;nqr classrooms,

homes and communities more humarie places to be: visually, socially,

ecologically. Some definition of humane is wanted here, but to speak

not only of visual but social design is another step toward Buber.

6) Select activities that will help children and young people of

different backgrounds and gptitudes for art work towards those goals

w

appropriate for their readiness. As a reflection of authentic teacher-

student dialogue, this is promising.

As to art and the individual, "Art provides us with a recerd of

our experience and a springboard to new learnings" (McFee, 1977:6).
This is closer to Buber than the idea of art as personal fulfillment.
Art becomes a communication system. In the sense of I-It this is of
interest and grows G%f of the view of traditional anthropology which
attempts to understand a culture analytically and‘abjective1y_

A questionable statement is made that it is everyone's responsi-
bility to learn how to deal with their environment and that design is
the key element. The key element from Buber's view is the fundamental
fact of man with man, and no amount of careful designing can take prec-
edence before this. Man's sense of responsibility derives from an aware-
ness of the essence of being and nothiﬁgiiessi

The text then goes into a lengthy discussion of drawing and design
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as objective means to seeing and responding to environment. Many
practical exercises are suagested.
McFee and Degge recoanize the purposes for creating art both for

oneself, for expression, and for others, as communication, in agreement

-
A ]

with Buber wh@ksays:

Life is not 1ived by my playing the enigmatic game on a board

by myself, but by my being placed in the presence of a being.

with whom I have agreed on no rules for the game and with whom

no rules can be aareed on (Buber, 1947:202).

Where McFee and Degge objectify and separate the purooses of art
extensively, Buber writes poetically in terms of the primary word I-Thou:
art "...is the work and witness of the relation between the substantia

humana and the substantia rerum [thinas], it is the realm of the between

which has become a form" (B8uber, 1965:66). Buber refers to the nude as
sculpture down through history,

...which can neither be understood from the aivenness of the

human body nor the will to expression of the inner state, but

only from the relational event that takes place between the two

entities that have gone apart from one another, the withdrawn

'body' and the 'withdrawing' soul (Buber, 1965:66).

When the McFee-Degge text elaborates on art for oneself “and speaks
of these artists depending little on others for ideas, the authors seem
to mean rather that these artists discover newer symbols, relatively
less often used for forming. Similarly, when speaking of art for others,

. -
they seem rather to be thinking of artists who use more commonly known
and accepted symbols for communication. Only briefly mentioned is that
those who seek to communicate through art may have need for others'
reactions to their worlfs. Student-student relationships are at one point
encouraqged more strongly in the environmental problems section, a more

obviously social situation.

The strona emphasis in the book invites teacher-student relationships,
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particularly in the' teacher gainina a heightened awareness of individual
differences, psychologically, c:lev;ét;cxernEFﬁf:.a‘l’lg.r,i and-culturally: and more
important, student-environment awareness, in which culture is included.
There is a subtle implication that student-student relationships will
grow from heightened awareness of legitimate variations. A1l these
aspects are dealt with in the I-It dimension.

A curious statement is reve§1inq. “Some artists use their own sub-
jective experience 3s scientists use nature. They search for truths
that underlie the visual order of the univé?%e" (McFee, 1977:276).

This would seem to set a value upon the I-Thou sugjective experi-

- ence which is the heart of art. Whes-the artist turns from the subjett-
ive moment of meeting and objectifies it, it is in order to reveal meéns
igg, to communicate the expérience to others with some of the %ntensity

of presence with which he was first confronted. This is quite a dif-

ferent use from the purpose for which scientists sometimes "make use of" .

nature, which is to further describe, make useful. Both artist aﬁé
scientist at times search for new relationships, new and revealing
harmoﬁies. The statement made by McFee requires intEFpFEtatiD;.
Overall, this text seems somewhat more akin to field study in
archaelogy than to artistry. As admitted in the "Rationale", it is
influenced by research in psychology, anthropology, and sociology with
no mention of philosophy. It tends to be a scientifically objective
attempt to use cultural artifacts as scientists,use nature. There is a
sense that heréin is revealed a new set of rules which can be depended
on by teachers of arf as useful teachina directions and in the produc-

tion of more artifacts. Here is a danger in seeing culture as another

formula, another means. The spirit of genuine art activity, which in-

-
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-vaives search for, understanding, ascribing and dis&EVEfy of meaning

is not wrestled with in these pages. Nor, it follows, is‘it revealed

how a student might use art as a tool in his personal gquest for meaning.
A beautiful story is in Genesis: Jacob wrestled all night with the\“

angel, and as day was breaking, he was given a new name, full of meaning f

- Israel, "because you strove with God and with man, and prevailed"

(New English Bible, 1970:37). This timeless analogy tells of both the

quest of man for meaning and the finding of meaning-in I-Thou relation-

ships. This is a dimension McFee and Degge miss in this otherwise use-

ful text on means for teaching art.

Edmund Feldman, author of Bécoming Human Through Art, is well

acquainted with Martin Buber. In reference to the title of his book, the

third and last to be discussed in this section, there is a quotation in

Hasidism and Modern Man:

, , , , g .
Man cannot approach the divine by reaching beyond the human.
To become human is what he, this individual man, has been
created for. Thi9% so it seems to me, is the eternal core of

Hasidic 1ife and of Hasidic teaching (Buber, 1958a:42, 43).

The author recognizes this text as a search to respond to the up-
heaval of the educational climate of the 1960's, and it is e:pressiy'
intended to address radital transformations in what has been called
art education. This attityde of search, of questing, prevails thrqughé

out the book, and in this s

se the book has a quality of artistry lack-
_ingain the two previously reviewed texts. Fe]dgip uses a term,
}Qsthetic bias", to describe his attempt.

Feldman refers to "Buber's immensely important Tittle book, Between
Man and Man. He describes authentic Tearning as the longing of a self
to overcome the isolation that the human condition imposes on us. Learn- 7

ing is seen as joining the self with an other, which may be a person, <i



idea, form or thing (Feldman, 1970:130-131).

3 A person does not set out to create art or mysic or ]iterature =
he is impelled to say something, and art is thé‘resu1tg Feldman would
have all the arts accessible for children, not just as exercises in
mastery of technique, but as advefftures in extending the se]F. combining
and exchanging with the selves of others. |

Midway through the book, Feldman proposes a'new theory of art edu-

“cation based on the ‘humanistic theory, the study of man through art.
There are two features of the reasons for creaé%ng art, one involving .
personal authenticity, the other teleological design; ﬁhis is a%t both
as origination, which is a natural tendency, but also as meeting with

reality, a reaching into the lives\of others, the aspect of response

and meeting, which must be learned. \ In this sense it is seen as moral

activity, one of the earliest oppowfulities a person has for acting like

a moral agent.
-In this he paraphrases Bubé

I know ne fulness but each mortal hour's fulness of claim and
responsibility. Though far from being equal to it, yet I know
that in the claim I am claimed and may respond in responsibil-
ity, and know who speaks and demands a response (Buber, 1947:32).

In the conclusion of "What is Man", Buber poetically frames the thought:

If you consider the individual by himself, then you see of
man just as much as you see of the moon; only man with man
provides a. full image. If you consider the aggregate by
itself, then you see of man just as much as we see of the
Milky Way; only man with man is a completely outlined form.
Consider man with man, and you see human life, dynamic,
twofold, the giver and the receiver, he who does and he who
endures, tHe attacking force and the defending force, the
nature which investigates and the nature which supplies in-
formation, the request begged and granted--always both to-
gether, completing one another in mutual coptribution, to-
gether showing forth man. Now you can turn to the individ-
ual and you recognize him as man according to the possibil-
ity of relation which he shows; you can turn to the aggregate



.and yow recognize it as man according to the fulness of relation

wh1ch he shows. We may come nearer the answer to the question

what man is when we come to see him as the eternal meet1ng of

the One with the Other (Buber, 1947:247).

All discu531on of technique and process folows Feldman's humanis-
tic model. In Chapter VIII, "The New Creative Situation", Feldman
apologizes for his use of the term methodology as applied to his dis-

cussion of dialogue, since it is "an evil word in some circles"

(Feldman, 1970:190). However, the I-Thou always must return to Iiif,
and so methodology returns. At this point, Feldman's appreciation for
Buberian dialogue in all aspects may be viewed as well esta ﬂisgedi and
the balanced procedure is well in order.

Specifically 1oékihg at teacher-student relations,

A central task of teaching is to imagine yourself into the

minds of the people you teach...Teachers invent their pupils

.continuously correcting the1r artificial constructions in

the light of what they see and know about them as real peopte

(Feldman, 1970:43).

It is not enough for the teacher to imagine the child's individ-
uality, nor to experience him directly as a spiritual person and then
to acknowledge him. Only when he catches himself "from over there"
does he baptize his self-will in reality (Buber, 1947:128).

Today's teacher, according to Feldman, will plan with his/her
student. He suggests that teachers must master a dialogic technique.
He retains Buber's idea of the teacher as leader and initiator and
sees the child as having genuine input iﬁ£D Tesson planning. He
suggests that the teacher must hear what the children hear while he is
speaking, and that the teacher seeks a spark of interest in the child-
ren which can be kindled into a flame of interest that both teacher

and student Hant to do. This is the confrontation of a real problem,
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a point of beginninga Th1§ sensitive searching out and discovery joins



teacher 6;;\;}q3ents together as human being$ in a shared world. The
significance then lies in that the problem discovered has grown from
within; it was not assigned from outside. N

This brings to mind a recently televised interview which related
that among the problems of learning disabled students was that of their
inability'to establish goals for themselves; we as téachers and parents
tend to do that for them, too often, thereby reinforcing their lack of
confidence as well as ¢enying growth abilities to do so for themselves
(CBC Edmonton, March 23, 1980). '

Genuine dialogue, then, revolves around the search for a

real problem - something that truly concerms your pupils

(Feldman, 1970:192). R
The child then explores the meaning of this problem or-intéfest.

Feldman discusses the stage of elaborétion and expansion. The child
may write, que&tibp, collect pictures, string out words, draw, dping
something that will become public. One wil] resist the impulse to
create and display, probably slow down the rate of production, ext®hd
the incubation. The teacher guides, questions, tries to sense when the
,child is ready for execution. In this way, the child is always in
dialogue with events and ijecfs which confront him, as well-as, to
some extent, his community around him.

Feldman reiterates his strong point on the child's art as an act
of expression related to the problem of communication. After execution,
the results are shared with others. What he makes is informed by the
consciousness of a group who care about, or are involved with, anything
he does. He suggests that the world of teaching, unlike the art gallery

world, must offer an organic consumation of the creative process. This

u€
is a theme which none of the other texts herein reviewed has expressed.
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Feldman suggests eva1uaZﬁan be made in terms of acknowiedging the
child's courage, decision-making abilities represented, ‘and }n tewn of
appreciation as response. In summary, we see Buber implicit in. Feld-
man's text. Well balanced between I-Thou and I-It emphasis, the spheres
of teacher-student, student-world, student-project are iﬁtEFHPVEﬁ in an
imaginative text. ,
The greatest effect of existentialism and the most radical change
by the writers herein reviewed from earlier art program descriptions in
There is a growing recognition of the importance of looking at the real,
lived-in world as students find themselves in its midst. The subjective
immersion in 1ife is objectively extrapolated for reflection. To this
extent the writings are oriented toward man with nature as wé]l as man
with spiritual forms. Teacher-student relations are quiterstr@ng1y ex-
emplified, particularly within the 1-It frame, but relatively little
extension has occurred from these spheres into the more vital encounter,
man with man, or és we would find it in the classroom, student with
student and student with world. Particui@r]y lacking, with the excep-
tion of the Feldman book, is the probing éf the I-Thou dimension, a
sensitizing to awareness of that stream of subjective %mmersign which
varies in every c1assroem‘encaunteri Even in Feldman's book, due to
QrganizatiD; and stated central themeé} it is questionable that one
could clearly detect this as a central theme unless specifically sought.
Moving outside the framework of warkin% texts available to art
teachers but still within the philosophy of a brcaifart educatﬁén!‘

perspective, Tarmo Pasto, artist and educator, writes of man's dialogue



46 |

with form in his heavily illustrated volume, The Space Frame Experience

ig.Art (1964). ¢

Pasto discusses form concept as a motor-perceptual phenomenon /

rather than a visual conceptual expefienze; He speaks of the space-

frame experience in art, which he sees as a biological and psycholog-

L —

ical approach to perceptual motor form.
Moving from the idea that primitive lanquage originates from man's .

.early contact with resisting organic. and inorganic objects, he believes

that recent scientific and rational lanqguage has robbed us of emotional

and meaningful contact with.objects. Objects make up our entire world;

we ourselves are moving forms in a world -of objects. This experiencing

of objects has developed within the vertical moving human a visual-

motor mode both in the gathering of perceptual data and in artistic

expression.
Understanding and expressing through the visual-motor mode has

been typical of artists for the past five thousand years. This is what

has made their art "solid". These art works were received by the public

as corresponding to their own motor set.
Pasto, 1ike Merleau-Ponty, speaks of the work of Cezanne. Accord-

ing to Merleau-Ponty, Cezanne
wanted to depict matter as it takes on form, the bitth of
order through spontarteous organization...Only one emotion
is possible for this painter - the feeling of strangeness
and only one lyricism that of the continual rebirth of
existence...The painter recaptures and converts into vis-
ible objects what would, without him, remain walled up in
the separate 1ife of each consciousness...he must wait for
this image to come to life for other people. When it does,
the work of art will have united these separate lives 7 \
(Merleau-Ponty, 1964:13, 19-20). .

Pasto describes Cezanne as the first painter to be aware that his work
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was about the experience of motor form and the realization of space
and distance. He notes that although the camera was in use during
Cezanﬁe‘s working life, it does not record a live, perceptuaiématar
feeling of form movement, which Cezanne surely recognized.

Pasfo goes on to explain that a human's emotional and physical
security demads that he establish an effortless perceptual-motor re-
lationship to his forms and space. It is to his body posture that he
relates movement, position, and resultant meaning. The human has a
basic need of warm, affective union with objects as a psycho-biolog-
ical need. By contrast, in the schizophrenic's art work, we see ob-
jects thin, edgy, elysive and easily shattered; forms which have
crept into "normal" modern art expressi@n. Schizophrenic art is also
characterized by the lack of a visible body image, a need f@riexact!
ness, detaiTing;-it reveals the need for escape into the infinite
texture of the world, a divorcing of emotion from reality. Similarly,
we see in much gf‘taday's art a surface, a visual exercise, not the
pulsating spatial promenade from surface to surface that establishes
the life line of communication and experience. The latter is an
approach to an understanding of motor form that is sensory, not in-
tellectual. A

‘Pasto suggests that a child needs to be encouraged fakdeve1cﬁ a
series- of perceptual-motor reiati@nshibs to his form. He describes
a number of particulars as guides for the teacher to enable the stu-
dent to experience and express this motor-space relationship to form;
for example as the need for verticals and horizontals in a pigture. a
need for sufficient space in the picture plane for the realization of

figures by the viewer because if the figures are overlarge, the spec-
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tator doesn't have a chance to go forward to meet, thus controlling

the motor situation.
Essentially the perception of artistically created motor space
has to do with one's own body image or space-frame.

No space is achieved uniess it can be felt or experienced

as an actual inner feeling of movement back into the paint-
ing and the surface of the canvas nqt dissolved but retain-
ed as an extensionof one's own space frame (Pasto, 1964:105).

- expression seems to offer a theory that meaning is directly
related to one's body dynamics, that otherwise there can be no
meaning. Man must relate to his universe, which is the only
meaningful relation. Perhaps the Gestalt theory of meaning

as relevant to organized wholes can be very much to the point
when that whole is organized about the central core of one's
own being (Pasto, 1964:110).

The concept is essentially in harmony with much of Buber's thinking.

Approaches to Art and June King McFee and Rogena Degge's Art, Culture

and Environment will be seen as most useful in the objectifying I-It

relational encounter. Art, Culture and Environment especially empha-

sizes a new encounter between student and a broadened cultural base.
Both are useful as outlines for the beginning teacher who has not yet
formed a philosophy. The philosophical base of Edmund Feldman's book

Becoming Human Through Art is revealed to be Buberian in inspiration,

%

incorporating both the tontepts of responsive I-It and I-Thou encounter.

Tarmo Pasto's philosophy in The Space FrameAExperiehce in Art embodies
Buber's thoughts on education in that he has effectively selected what
he sees as significant curriculum for the student and is also a model

teacher, who is the example both through his own art work and his teach-
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ing. He has set forth to resolve a problem of the art'experienﬁe, not
abstractly, but as his vocation, through his painting as well as his
teaching. He is to be emulated by art teéchersi not in what he says _
but in that he has found his own resolution and by that example he may

encourage others to their own resolutions in their own "travel along

-

the way". Here Tarmo Pasto is indeed the teaching.



CHAPTER 111
OBSERVATION ON AN ACTUAL CLASSROOM SITUATION

Introduction and Planning for an Observation

Early in my exploration pf effective teaching and its relation to
Buberian dialogue, I sought to find an illustration, an example of di-
a]ogic encounter in an ordinary, contemporary school setting. This
chapter describes the settings and the students observed in the prelim-
inary and main informational situations. Permission to carry out the
observation was first sought from the Edmonton Public School Board;
and after exploration on my parf to determine willingness of the co-
operating teachers to participate, two teachers agreed to act as sub-
jects and informants.

The classroom observations were to be studied as unoﬁtrusively
as possible so steps were taken to minimize the effect of my pfesenée
in the classroom. Time was allowed for me to become accepted as a
routine fixture, remaining in the background as much as possible. A
very general explanation was given for my presence, and the specific
and complete nature of my study was not made explicit. It was import-
Iant to follow procedures that least threatenéd persons and put them
most at ease. Althouqh I took care not to be drawn into the class-
room situation, trying rather to remain an uninteresting part of trg
classroom background, I did from time to time go ab0u§'the room .and
ask a student what he/she was trying to do or if a student liked what
- he/she was doing. I did so because personal experience suggested that

a silent stranger might result in more uneasiness amongst the students

than 0d€iﬂ31:f27¥Yéven a small attempt at verbal communication and
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contact.

The preliminary observation was recorded on video tape while the
main observation involved extensive note-taking during the class
period. Attention was directed towards: ¢

~a. verbal interaction between persons

b. non-verbal actions and interactions

c. patterns of action or non=action

The many anecdotes recorded were subsequently examined and studied
for evidence of Buberian dialogue. Use of the anecdote has been amply /
validated by Pi;§et (1926), and by large numbers of his followers.

Final]y,‘at the conclusion of the field studies, I interviewed
persons involved in an attempt to discern what meanings various encoun-
ters had for them. In trying to get at meanings, I tried to keep from
lapsing into subjectivity by referring to different points of view -
between self and teacher, self and student, self and principal and

between groups of students, as suggested by Brandt. (1972)

The Setting for the Preliminary Observation: Havelock School

As a means of checking myself for comparative response in what were
to be may later personal observations, the preliminary observation was
c;;ried out in a s;tting similar to the main observational setting.

This preYiminary observation was made in one class period in an Edmonton
school, in the classroom of Miss Meadowes. The school is an attractive,
newer, well-lighted and spacious structure im a pleasant suburban region
near a large, green field suitable for sports, a large shopping center,
and condomin{bm—style family living units. This is a prevocational

school for mildly retarded twelve to fourteen year old students, some

~
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wof whom will go on to vocational training, some of whom will end their
education at this level. These students have learning and/?r physical
disabilities. A .one half hour aduiavisual tape was made of a typical
classroom activity period, which was then shown to three person, all
familiar in a professional capacity with teaching situations, in order
to see from their own individual and differing perspectives how they
wdild describe the presented video-tape. It was supposed that similar-
ities and differences of personal interpretation would be revealed,
including my own biases, through comparison with their stated descrip-
tion of what was happening in this classroom. Where [ might see dialogue,
another might see a busy or noisy ciassraﬁm,san open learning situation,

or any of many possible interpretjtions.

The main portion of my observation was carried out at Primrose
School in Edmonton, which is a?sandstaﬁe structure built shortly after
the turn of the century, a handsome structure in its day. The building
is situated on the edge of a steep ravine overlooking the river and park
areas, closely surrounded by new high-rise apartments and commercial -
developments, yet retaining a few tall trees and a small playground
area. Although recently remodeled, the school has an antique character
both dignified and decayed. 1 observed a six week regular session of
an art class from April 14 to May 23, 1980, which is %’e normal length
of time these students meet for one subject of study before rotating
to another subject study session. As described by the teacher,

Mrs. Armitage, the students are ages fourteen to sixteen,



53

learning disabled and emotionally disturbed. Classes are small - none
has over fifteen students at one time. At 'the time of the initial

interview, the teacher spoke of her main purpose in being there as

I sat with the class throughout the session, with no equipment more
obtrusive than a noteback and ﬁeni After 1 was introduced to the class
on the first day, my presence did not seem to interfere in any way with
a normal routine class procedure, and this was later confirmed bﬁth by }
the teacher and the students in the follow-up interviews. Extensive
notes were taken of actual classroom activity and interaction, which
were then carefully scrutinized for apparent dialogic encounter.

This particular class was of thirteen to fourteen year old students,
initially of nine boys and two girls, which number decreased over the
six weeks. A1l students were at the Year Two and Year Three level,
~meaning they have passed one in this school which accommodates the
.. three levels before promotion to/a vocational school.

L]

Unfartunately, the common de 1in a classroom of as many as

-

-

“twenty-five students to.nnfi:eacher minimizes chances to observe a
‘Buberian dialogue. In any event, the relative academic standing of the
class being observed is less imﬁartant than the opportunity to see one

to one relationships on.a regular basis.

~ B z
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CHAPTER IV
ANALYSIS OF THE OBSERVATIONS

Intrcductjcn‘

This chapter deals with 1) a description of the preliminary
observation, 2) the analysis of the one half hour preliminary observa-
tion which was presented to three persons, all professionals in the
teach%ng field, 3) a portion of the descriptive typ; observation at
Primose School, including interviews with students, teacher, and
principal at that school, 4) points of observed dialogic exchange at
the school of the primary observation, and 5) analysis of my observa-

L]

tion at Primose School and its relationship .to Buberian thought.

Description of the Preliminary Observation

The one half hour film clip was made under my direction and with
_ . #
student-student interaction, student-prcject interaction, and particu- -
larly stuﬂentiteacher interaction. The students were seated centrally
and in closé proximity to each other, close to working facilities such
as cupbpards and sinks. Thirty minutes of film covered the entire class
periad from beginning to bell. One inte;tuptiqn occurred with the
entrance of a salesman, which is not unusual in a workshop area such
as this.

Analysis_of the Preliminary Observation: Havelock Schoal

Person A - A Professor

The film of Miss Meadowes' special art education classroom was

first shown to a professor in Educational Foundations at the University

&



55
'y

of Alberta, April 16, 1980. He was totally unfamiliar with the nature
of this thesis. He was asked to describe generally what he saw.

He described the teacher as a fairly low-key, non-authoritarian
type who had her érojects well organized so that the students, althougk
noisy at first, were interested in what they were doing. He saw a
structured, well-run classroom wherein the.teacher trusts the students
and they have a certain amount of respect for her. She was helpful to
the students, appafe;tly involved to about the right degree for what sh
wanted tq accag€1ish, not overly imposing herself on the situtation.
Although it was a special-educftion setting, he could detect nothing
special, unusual, or atypical iﬂithiﬁ particular filmclip. He could se
that the informality might be a problem in-a larger c}assra@m, but was

working well with the small group of about twelve students here. This

was the extent of his comment.

erson B - A Professor

-]

The film was next shown to a professor ¥n art education at the
University of Alberta, who was familiar with the direction of this
thesis at this peint.fa1thougﬁ not in detail. He saw in the film a
climate for dialogue in the non-distracted attention given by the studer
to his project and saw the use of the child's art product as the basi;
of dialogue ipvolving student with student and student with teacher.(er

Describing the student's interaction, he noted the sharing of
tools, the watching of each other, at times almost covertly, indicating
an-jnter‘est in each other's projects, as well as a certain amount of

tapping and touching each other. He noted that the teacher, after an
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behind her desk or announcing that she was finished with the salesman.
He noted that she used a question as a means of enlisting 5upgaft from a
student. She said, "Got a bag?" no doubt anticipating the answer was
“No." Theﬁ, “0K, let's get a bag." indicating non-verbally, "I'm
-moving !i&ﬂ.you.“ rather than sayiMy, "Get a bag."

He saw what he described as close-focus interacting-when she was
working with her head down, bent closely over one of the student's pro-
jects, and that she worked carefully and respectfully on their projects.
Moreover, as together the teacher and student were unraveling yarn, this
professgr saw the interacting as a physical bond between the two actqrs,
with both getting involved in the action.

Finally noted was clean-up time at the end of the period, which had

domestic overtones of ami "washing-up time" after a meal together.
The teacher assisted/Z:Ej::igéhts here, and the professor noted the
conversation at that time to be quiet, intimate, with friendly smiling,
as contrastegaﬁjth what had directly preceded, which was a "breaking
off" series of actions including words delivered over the sh@u]de%,
while on the move, differingvalso from ghe prior f{mm of actions during
the peak activity time. Altogether this setting was seen by this
professor as one rich in potential for observation of many forms of

a%?

diaJogue, both verbal and non-verbal. ' -

rson C - The Teacher

-—/// Third, 1 talked with Miss Meadowes after showing her the film. One
facet of the class which particularly impresses Miss Meadowes is the way
she sees the students as being surprisitgly helpful to each other,
despite ;he fact that they come from a "rough" background. This is what

she saw as special about “sgecia? edugation”.

s
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She noted that a lot of one-to-one individual work, teacher with
student, often gives these students an initial boost of encouragement.
She tries to be, very straight-forward with the children and to treat
them as 'normal' children. With normal children, she believed her
tactics would change since they catch on faster. Here students must be
disciplined a lot; they need a lot pointed out to them, they need the
one-to-one relationship which she felt reguiar students need less. Sﬁe
noted thgt‘many of these students seem to have fewer friendships becégée
of tpeir distance from the school. She was, in fact, caught up short
on trying to treat one child as 'special' who was physically handicapped.
. In trying to help Judy, a crippled girl who had fallen, to get up, both
Judy and the other students told her not to; it was "just one of Judy's
days".

In Fegard to the yarn incident, Miss Meadowes stated fhat she
helped because of the short time. She th@ughtdtheistudent would feel
better if she helped. She tries not to become emotionally involved and
tries to build up a resistance to bé&amiﬁg overly involved.

She was amused by what she called "reversal of roles" at one point
in the film where a girl quizzed her as to "Well, wh;t would you do?"
and saw this as a role incuiﬁatian from her own modeling. As to why she
answered a student's question on what to do about backache, she said she
tries to respond to all questions.

She explained that she helped in the clean-up because of the busing
and she wouldn't want them to be Jate. She mentioned tﬁat many of the

students are frem one parent homes, and they often see her is “mothex*

and even call her that inadvertently sometimes.
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Persons D and E - Two Students

Last, I spoke to two girls in the class who had been directly
involved with Miss Meadowes during‘the period. I did not expect them to .
be particularly articulate in a short interview as this was, but [ did
seek confirmation of general attitudés_ When asked how they felt about
the teacher and the class, they enthusiastically agreed they like the
teacher and the projects. The teacher is "nice and helpful", and they
might do these kinds of projects later on as hobbies. As we talked, the
bell rang, the students were dismissed; and brief though this talk was,
it did serve to confirm a positive feeling, within the students as well

as within the teacher, regarding the classroom environment.

Description of the Main Observation “
(Excerpted and Condensed from Field Notes) )

It is spring and the students have decided they want to build kites °
ratQEf than drawing a leaf unfolding. Okay, Mrs. Armitage says, they'll
build kiteég Informally, Mrs. Armitage begins talking about kite
building with one student as she sits across the table from him. She .
discusses with him what materials he will need for his kite and that
this was what they needed the bamboo for that she had left in the room
last week. She mentions that the "mess of left-over bamboo" is
"disgusting" and uses the moment to walk to the box that last week had
contained a "beautiful bunch of about twenty bamboo poles", but which
the students broke into small pieces during her two day absence last
week. She and the student look rather pensively down into the box. The

destroyed bamboo is mentioned informally a couple of times over the next

two periods, but never as part of a lecture on respect for property
only that it would have made beautiful kitestand now they don't have it.

k]



59

Meanwhile, she 'gives a boy peck' for messing with another project
behind the divider. He seats himself at her desk and works ditigently,
és if to regain her appfova].

Another boy approaches, eager to make a kite. By degrees, she gets
him to say he has never made a kite before. She gets him to see that to
make a kite in small mgdel form would be helpful.

Meantime, two boys have destroyed the project behind the divider
about which she had just chastiged the other boy now seated at her desk.

Enthusiasm is building in all the studenfs about kite building now.
Even Dale has Igfﬁfgff his courtship of the new girl and is séarching
for sticks and wire. Nobody hég asked Mrs. Armitage how to\build a
kite. Most have thrown themselves directly into making a T-bar kite
frame from scraps shey find about the room, some dismantling their last
projects or using a scrap of bamboo.
~ She tells Reg she would Tike see him please do something with his
time. He says he could hake a kite frame bpetter at home.* She proceeds
to help him begin a kite frame by getting and handling materials with
him, which serves to get him involved. , —

Lila has wrapped a plastic bag around her kite frame and asks Mrs.
Armitage how she could make her kite fly better, which Mrs. Armi tage
then discusses with her, as well as suggesting that she may also want to
decorate it. |

Students are now using masking tape and black plastic bags which
Mrs. Armitage has just retrieved from outs%de the room.

Kelly directs Mrs. Armitage's attention toward his swollen lip and
he is dismissed from class to look after it.

Mrs. Armitage moves to Rob and begins talking to him about why he )

[ 4



60

o

gives up so easily and what would ﬁake a‘change. He agrees aftér'a few
minutes to make a small model.

The ;;e1l of enthusiash is now a rush of activity flowing in and
out the common territory. Students go outside with any structure and.
try to get it into the air.

Mrs. Armitage ties a Egil on one of the boys' kites while Trudy
~discusses wjth her how to improve her structure.

One by one the kites come back into the room, usually broken or
crushed. By 2:20, one kite has flown; the others are either faiIUﬁes or
.wrecks. Mrs. Armitage calls the students to gather around her desk.

Reg says, “She's going to give us a psychology talk."

_ Mrs. Armitage opens the discussion by saying that one kite has
flown and the others did not. Why? What can they do? They are sub-
dued, not angry, and still apparently interested. '

The students agree that they will have to do some thinking, and may-
be a plan is a good idea. Maybe they must take more time with their
projects, maybe experiment with paper and use their imagination, brinQ
materiais from home. ) !

.Mrs. Armitage decides this is to be ; contest. When the kites are
all finished, they will go down the hill back of the school to the
Kinsmen Field House and have a weiner‘roast, but this is only if they
take their time and do a good job.

- The students resume their kite construction with an attitude of more
deliberation. Reg, §ti11 at her desk, discusses plans for a box kite
(which he never makes). *

Mrs. Armitage has taken Will out into the hall for some discussion

on his behavior ard returns to talk to Lila about the shape of her kite,

" o c—_—p——
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perhaps a seagull, which Lila says would never work. Mrs. Armitage
tells Bob to uée a series of shapes for his kite. She says, yes, he is
SQErt, in response to a muttered comment of his and does not chastise
him fgéﬁhis misuse of materials. He changes the subject to his sketch
book which he tells her is full and that his Mom brings home tons of
materials for him to draw on. She is not diverted. She tells the'class
to clean wp.

Reg hasn't done anything all period and ends by tapping Mrs.
Armitage on the head with a folded paper. She 5tcp§ him by saying, "Do
I do that to you? Okay, then, don't do it'"

Monday morning the class meets again. "Who has brought materials

(Fér their kite?" No one. She remi;zg them of the contest and the need
‘fgr materials. They may work together on the kites. She directs them
to another project, tone drawing, since ;hey have no materials. She
proceeds as normal to assist them, to counsel Carl who is having a
behaviour problem, and then at the end of the class to discuss with the
group that they shouldn't laugh at Carl because he is having a problem.
The Monday class is over.

On Tuesday, several have brought at least sticks, an indication to
Mrs. Armitage that they do have some interest in the project, so kite
building is resumed. They begin around the desk as usual; Mrs. Armitage
checks to see who has what materials. Some will work in pairs today.

The students are measuring for kite shapes. Mrs. Armitage is
measuring for one student, "How %ong dé you want this piece?" He respbnds;
she measures and marks. Then she leaves the room to get a baﬁdaid
for Lila who has cut herself and has returned to the room after an

unsuccessful search for a bandaid in the office. Mrs. Armitage has more
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success; with the bandaid, she brings extra white tape which she gives
to Reg to use on his kite. .

Students are milling around, getting their materials, in and out of
Mrs. Armitage's desk and cabinet. She seats herself with the girls at
her desk and they discuss cartoon drawing which they want to work on.
Mrs. Armitage offers to run off copies of the pages of the examples that
they want.

H;s. Armitage asks Reg to come with her to help carry a roll of
plastic into the room. '

Jim's kite is finished, and Mrs. Armitage has given him a new deck
of cards. He is behind the divider now. The girls are working together
and have decided they will decowgte their kites with cartoons. The room
is quiet, a rare moment. Only six students are here tadaj. Mrs.
Armitage continues to cajole and encourage, sitting with them, assistihg
on their work, leaning over, or kneeling by their projects.

She talks to Rob about having a good attitude toward his work and
putting i% into action and later cautions him about cutting himself.

Trudy is now sitting, nSt working, on the table. "Why aren't you
working on your kite?" Mrs. Armitage asks, and talks then to her about
designing her kite. She will have to use another shape, since the one
she has is an old commercial kite frame. Two students defend Trudy and
say in her defence that there is only one kite frame shape. Sitting
beside Trudy, Mrs. Armitage raises her voice, addresses the other
student; "Why should she be able to use that when the rest of you have
"to make your own?" She tells Trudy she is not going to use it that way.
She sits again with Trudy and Lila and keeps encouraging them in

another frame shape. There is no further protest.
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Jim is cutting plastic and Mrs. éﬂmitage tells him to be careful
because they should get three kites FF@@ it.
Working with the girls, she addresses Will aver her shoulder, then

Jim. 5§e has suggested a certain shape to Trudy, shows her the shape.

and te*i,’her to experiment and do some thinking.

Reg, leaving the room, turns off the light switch, looks back at
Mrs. Armitage to check her reaction, switches off another and then
switches the lights back on.

Carl has returned to class from talking to the counsellor. Mrs.
Armitage says that Jinf wants Carl to help him and make a team ]ike
everyone else, thus gracefully drawing Carl back into class acti€ity.

She asks if things are better now. They discuss his problem for just a
brief moment at the table with the other boys. The other boys are quiet.
Mrs. Armitage proceeds to clean an iron for Reg who has said he
can't 3tand steel wool. She insists that écb get off the table in order

to avoid cuttdng himself. He asks if he can think about it and she
says, "No!" She doesn't Qpint out to him that his knife is upside down
while he is trying to cﬁt with it. )

Carl seems to be happy to be back in class working with someone.
Jim and he get paint cooperatively.

Trudy is inlo her second frame, a larger one of her own design.
rs. Armitage says, "Good!'"

Reg and Bi11 have new quite a nicely designed kite.on a frame. -
Thej decide to leave it in the office for protection. Jim and Carl's
has been cut and it has not beéen ascertained by whom.

As they gather around Mrs. Armitage's desk at close éF the period,

Mrs. Armitage initiates discussion about the kite being cut up; it is
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not to be happening again; it is not a nice thing. They say they think
Reg did it. She apparently doesn't want to affix blame. They are told
not to go around wrecking each other's projects. "Okay? Please? Right?"
The topic turns to agreement to a weiner roast and aiécussicn of Kelly's
swollen 1lip. Class is dismissed.

The following day, students are finishing kites. Mrs. Armitage has
sent Jim and Kelly with cash, which shé procured from the office, for
getting balsa and dowels. Trudy and Lila are working together. Bill
and Will's partners are absent and Dale is working alone. The girls
and Mrs. Armitage discussithe weather and Lila's dog br%ef?y, and then
materials for decorating their kite, including oil base paint.

“Finishing up" is in the air. The girls paint their kite, the boys
are trying to make their kites more sturdy, and Mrs. Armitage seats
herself at her own desk to finish weaving she has done for another
teacher. From there she is telling the girls about cleaning the table
with turpentine. The room is quiet today; three boys are absent.

Mrs. Armitage tel¥s Dale, who was absent yesterday, in response to
his question, that Jim's kitzwas cut up with a knife. "Someone must
have been jealous," he says. Mrs. Armitage'rep1ies, "1 dén‘t know, but
it wasn't very nice!"

She'ieaQES the room to get the girls hand lotion and tells them
there is no need for them to be runniing around the school.

While the girls' kite is drying, they go b§ck to drawing cartoons.

Dale is discussing with Bill how to reinforce and Fiﬁish his kite.

Will has been trying to stir the red, oil base paint by MNmself at
the sink. Suddenly he has splashed the red paint down his trogser leg

and over his shoe.. Mfs. Armitage, unperturbed, assists him with
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cleaning up the mess, the floor, the surrounding area. She doesn't get
angry. He cleans diligently, sheepishly, and apparently relieved by her
attitude.

She tells the girls their brushes are not clean enough and they
should soak them some more. There is some little joking about the
painting Will has done. He asks Mrs. Armitage if his cleaning job is
okay. She tells him to put some hand lotion on and has returned to her
weaving. *

Lila is leaning over Mrs. Armitage's weaving and talks about how
her Mom does this but she better not get blue paint on it and Hrszé
Armitage says she probably already has got red paint on it.

The bafs have returned with no dowels and Mrs. Armitage says she
will get some tonight.

Gathering around teacher's desk, Lila is doing Trudy's hafrg They
discuss where they are in kite building, and their next project. Will

© “is saying he's wrecked his pants so he can get some new ones and Mrs.
Armitage says "Oh, yeah, so you can blame me - No way'!" That incident,
rather than disastrous, turned out to be a moment of cameraderie.

Mrs. Amitage says she will need some help on the year book and
there seems to be tacit agreement that they will "help her". There is
no sense that this is their péoject 50 they will have to do it.

Kelly has been sitting in Mrs. Armitage's seat with his feet on the
desk. She asks him to take them down please; she doesn't really like
feet on her desk. He compliies.

The bé}s are putting hand lotion on, another intimate moment of
sharing. They agree, most of them want to go on the weiner roast on

Monday . b
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The next day is the last class day before kite flying and the
weiner raést Most students are busy working on their kites. Mrs.
Armitage is working at her desk on a paper and responds to‘the1r
comments from there. Will, Bill and Bob seem to be working on the
yearbook at a table behind the divider. kelly and Dale are working on
the floor on kites.

Another teacher comes in to talk to Mrs. Armitage. Lila, seated
now between the two teachers, contributes to the conversation.

Jim approaches with his completed new kite. Both Lila and Mrs.
Armitage comment on it. His new kite is a different design and the
teacher says she prefers it to hfggather,m@re conventional one. Trudy
is decorating her dried kite with cartoon characters. |

Mrs. Armitage converses with a student across the room and behind
the divider, picks up a knife from the floor that has been lying there
some time, says to no one in particular, "Who left this knife on the
floor?" with some exasperation, but not unpleasantly.

Kelly and Lila are winding kite string together. Will has begun a
new project, a God's eye. Jim brings Mrs. Armmitage a brush to show her

how well he cleaned it with the turpentine. -

——

Mrs. Armitage asks Dale if he wants to roll the plastic up~for her
(which he took apart for himself, but which s s¢sn't mention). Then
she helps him, tells him, “Thanks," and puts fis:::;fg

Will tells her he'd ask her to a bush party but she's a teacher to
which she replies that she grew out of bush parties in high school.

The students gather around the desk at period end. Kelly 1ifts up
her chair. She says, "Kelly, I don't like you 1ifting up my chair'"

He asks why. She explains, "You just don't go around 1ifting teachers up
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in their chairs!\\You do it once more and I'11 paste you one." She is
firm but not angry - drawing a line between use%ul teacher-student
dialogue and familiarity. He settles for sitting on her desk, which she
ignores and this concludes class.

In conclusion, the kite flying contest and weiner roast are a
success, two prizes beinq given, chosen by the students, and the class

moves on to a drawing unit.
1

Points of Potential and Actual Dialoque

While it is recognized that a certain artificfality is imposed by
grouping, this is done for the purpose of tlarifying what I saw as
indirect and direct dialogic encounter in an ordinary teaching situation.

The entire class flowed organically in the actual situation. Student-

: /
teacher dialogue could got bé\separated from student-project nor
student-student interacf\e

n, although the principle focus of my atten-
tion was directed to teacher-student encounter. Several points for both

potential and actual diaTogue are outlined first and then discussed as

follows:
[

Indirect Means of Dialogue

A. Territory
1. Condition of the common territory
2. The circle around the teacher's desk .
a. Before classwork
b. After classwork

c. The lesson demonstration

3. Teacher movément into student territory

a. Their tables
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b. Direct physical contact
N
c. Touching, working on their projects

d. Using their tools

© e. Proximity to student

f. Eye contact
g. Pattern of mobility

Student movement into teacher territory

"a. Her‘desk

b. Direct physical contact

The room divider

a. Trust

,b. Privacy

The keys
Access to teacher's desk

Invasion of territory by outsiders

Teacher-to-student interaction, indirect communication
L

1.
2.

3.
4,

%
Knowledge of students

Constant presence to students verbally
a. Conversing with former students

b. Conversing with outsiders

¢. Talk directed toward other students within room

d. Talk of outside situations irrelevant to these
students or their projects.

Laughing, joking with students

Varied tone of .voice - friendly to angry

Student-to-teacher interaction, indirect communication

1.

Nature of the student
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2. Frequent conversation irrelevant to the topic

3. Occasional misbehavior

Direct Means of Dialogue - Primarily Verbal

A. Teacher to student communication
1. y 1, rule setting

2. The projects

LPersonal problems

B.

Spudent-to-teacher communication

1. About the projects

2. Personal problems -
3. Territory - ;
! ]

Discussion of Points of Potential and A;tyg?uDia1agpg

Indirect Means ‘ >

A. Territory - The territory discussed is all within the boundary -

of the classroom walls dand includes the physical plant, materials, and
thé physical Ecdiés within the room.

1. Condition of the common territory - This is an’'old school
with large windows from which can be seen tra%Fic, pedestrians, trees
and sky. The ceilings are high; there is ample elbow room: no one is
crowded. Materials are sparse, tending, outside the shelves by the
teacher's desk, to be chaotic, void of use, untidy, a few scrappy odds
ané ends. It waﬁ1d hardly be described as a well-equipped, tidy class-
room. The further you move from the teacher's desk, the more it
appears a "disaster"” area. Two other areas are relatively uﬁdamaged by
the students. These have to do with displays arranged by the teaclzer-i

apparently earlier in the year. The condition of those areas reflects

i
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a student respect for the teacher, as they were never mentioned during
the period of my observation, as well as the ample space aldowed by the

small class size. There is here no sense that the physical plant is

more important than the students.

L.

2. The circle around the teacher's desk is formed by the.
seated students. This encourages informal exchange between students and
teacher. | |

a. Before classwork, the students gather closely around the
teacher whoéis!seated at her desk. They are comfortable and close,
touching and leaning on the desk, seated on chairs and stools. (At
its best, thi; recalls an imagined zaddik with his followers in
poorly-furnished and dimly-1it rooms of long agégf

b. After classwork, after being reminded of clean-up, the
students agéin gather around the'desk. usually having been tﬂ]dhtﬂ do
so, but often without being told. ‘

€. The lesson dem@nstratfon - This is often-given at the
teacher's desk by herse1f:and often with students participating.

3. Teacher movément into student territory. After students
are directed to begin a project, the teacher moves with them into their
own territory. This seemed to me to demonstrate a willingness expressed
by the teacher to meet each student on his/her own ground.

a. At their tables - The teacher moves randam?y from student
to student around the room, sometimes seating herself on;a chair by the
students, occasionally on the table by the student. She seldom re-
turns to her desk seat before the period's end.

b. Direct physical contact - The teacher has no reluctance to

body contact, but rather a positive way of touching, often patting,
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putting her arm around the student, leaning toward the student. This

¢. Touching, working on their projects - Although standard
art teaching practice has it that a teacher should not personally work
on a student project, but only make suggestions and draw the student
out, Hrs; Armitage often works directly on student projects for .varying
periods of time, one to fifteen minutes even depending on the need.

d. Using their tools - Mrs. Armitage uses a student's pencil
or charcoal or even sometimes an oily paint brush although this means
soiling her hands and possibly her clothing, during the course of the
day. ot ¢ -

e. Proximity to student - Through her movement and contact,
~Mrs. Armitage remains in close physical proximity to the student
throughout most of the period.

f. Eye contact - The teacher often looks at individual
students very directly and studies theirifaces from behind her eye-
g1as§es when she talks to them.

9.—LBattern of mobility - Because of her continuous movement
from studentitc tudent around the room and back again, a connecting
line is drawn in a way analogous to the incident of the yarn. unravelling
at Havelock School. | ' i .

. 4. Student movement into teacher territory - This occurs
particularly if the teacher has beem absent from a particular student
longer than usual. This indicated to me a sense of response on the
part of the students to the teacher's invitation to share her ground.

a. Her dé¥k - The student may move to the teacher's desk and’

actually sit in her chair, on her desk, or simply move toward her if she
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haapensrtﬂ be seated there.

»
b. Direct physical contact - Three incidents were noted in
particuTar: rapping the teacher on her head with a paper, for _which the
student was reprjggpdedi lifting the teacher off the floor in her chair,
likewise reprimanded, and turning off lights as the‘student left the
common territory, checking back and receiving a look of Fepr}mand.
There was no hostility in a%y of the incidents, and they appeared to
me to be attempts at contact, e]icitiﬁg response from the teacher towards
the person initiating them.

5. The room divider - The room is divided into two parts by
a large, high cabinet divider. Students sit on either side, in or out
of the teacher's line of view. After a couple of weeks, this freedom
wears itself out, and I observed that they most bften all seat themselves
in front of the divider. This divider seémed to represent symbolically
a trust and respect in a way for a degree of student privacy. The
trust was at first unmerited, as in two ﬁnéidents; a student’'s kite was
. ripped while being assembled, and an old ﬁrgject was destroyed behind
the divider on ﬁwo occasions. As privacy, the area seemed to serve as
a place for quiet withdrawal for a student concentrating or wishing to

6. The keys - A set of keys usuai1yETies‘Dn the teacher's:
desk top. Whenever one of the students wants to open one of the two
locked cabinets, he or she almost ritua]iy asksjnrs, Armitage if they
can borrow the keys for such and such, or she wil} tell them to get
the keys and open a cabinet. They do, lock the cabinet which s with-
in five steps easily of the desk and return the keys to her desk.

L) .

This may happen several times during one period. The keys seem to
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symbolize “us against them", "our room", a sense of mutpality.

7. Access to teacher's desk - The students have free access
to the teacher's desk and are told and shown tools found therein, which
seemed to aga%n indicate trust on the part of the teacher, confidence on
the part of the stqdeﬁi about this area which in a regular classroom is
often the invio]ab?é and secret territory of the teacher. This lends
itself to the sense the "We have a conspiracy and knowledge of interior
depths which outsiders do not."

8. Invasion of te%?itary by outsiders - ThEPE seems to be a
daily considerable traffic flow of outsﬁders, 1nc]ud1ng teachers,
counsellors, a health nurse, former students (one with wife and new
baby), students from others' classes to borrow or visit with either
siudents uithin the én@m or the teacher. Much borrowing of equipment
from classroom to classroom occurs. One hasrthe impression of a
communal sccgety wherein "What's mine is yours and I hnpe you bring 1t
ba;kfsgut if you don't, I'11 pick it up next year when I need it."

B. Teacher-to-student interaction, indirect communication *
These interactions do not relate to physical territ@r& and reFeE‘idﬁ
intellectual activity and verbal communica£ieﬁi

1. Knowledge of students - Duf%ng the period Hrg. Armitage
seems to elicit from the students a good deal of personal information.
She may ask other students as she did about Carl, "Do you know any- .
thing that may he bgthering Carl today? Is there anything going on
outside school or at home that's upsetting hiﬁ?“ This serves to invite
this sort of communication even though thé knowledge she receives may
not relate to Carl,

2. Constant presence to students verbally - Talk, conver- "
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sation, verbal communication of any sort will invite like response.

a. Conversing with former students - This indicates to the
studéﬁts within the class that they have a place in the teacher's .
reality outside the class-room situation.

b. Conversing with outsiders - This indicates again a willing-

c. Talk directed toward other students within the room -
Naturally if Mrs. Armitage will talk to former students, outsiders, and
to Carl about his problem, she will talk to me also if I need to, is
the assumption by the student.

d. Talk of outside situations irrelevant to these students or
their projects jigs talk about what happened to one of last year's
students when hé got too far out-of-line.

3. Laughing, joking with student - This is done skillfully
by this experienced teacg and will be commented on further. As one
student described it, "If she can't Taugh at a good joke, then there's
no way..." Again this seemed to be conducive to a sense of mutuality.

4. Varied tone of voice - friendly to angry. This was always
appropriate to the situation, but iﬁdicated a genuine reponse to the
student, as when two students were making a mess of oil paint and
turpentine dt the sink and she raiswed her vaigg in exasperation, "Well,
clean it up: What're you going to do, just ié%ve a mess?" As one
student commented in interview, "She sounds so sincere. Her voice."
‘The tone of her voice is generally 1nsi%tent, sometimes argumentative,
sometimes complaining, often used to “"give them heck". She may raise
her voice to Stop "fooling around” and thereby eliminate horseplay

which she knows will lead to conflict. She verbally insists on their
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working on something, even if it is card-playing, as a method of stop-
ping trouble before it begins. Sometimes she will verbally tell a
student to "just relax for a few minutes", giving official permission
to doing nothing but not to be mistaken for fooling around.

C. Student-to-teacher interaction - indirect communication.
This is usually verbal.

1. Nature of the student - These students often converse
freely, possibly as a learned compensatory technique for non-academic
ability. It was also seen-as an'attempt to make contact, to get
dialogic response. |

2. Frequent conversation irrelevant to the topic - In this
way the teacher may learn a good deal aboat the student while hé/she is
trying to &istract the teacher from the project at hand.

3. Occasional misbehavior - As in the case of Carl, he was
deliberately and obviously ta]king'back to and being rude to the
teacher, which she recognized as a need for personal communication
about problems he was feeling inside, and which she took up respon-

sively.

Direct Means - Primarily verbal, these are commonly understood in the

4

. teaching profession and will be mentioned only briefly.
A. Teacher-to-student communication. _This is both verbal
and direct. In this class, this material is clearly set out and empha-
sized so there is no guessing as 'to where the teacher @tands.
1. Day 1, rule setting. This is clear, brief, and to-the
point. Rules include:
a. Leave the decrepit potter's wheel alone.
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b. Leave the room only with permissiﬂﬁi

c. Don't be rude to each other or about each other's projects.
"Do it only if you want it done to you."

d. No fooling around.

There is the sense here that éverything is open t6 the student;
all materials are shown to students as to location and description.

2. The projects - These are clearly outlined on Day 1, as well
as the manner in which they will be marked. Further, they serve as one
EDF two primary means for dialogue throughout the SESSiDﬁ.i

3. Personal problems - As the second of two primary means
for dialogue, this was established on Day 1 in three ways. First Mr.
Jones, the principal, appeared in the classroom to make an announcement
of reproach regarding student iq?iscretion. When he Teft, two bcys
stated that he was looking direéi]y at them. Mrs. Armitage responded
directly by saying that wasn't so, and some discussion followed about
the possible consequences of the students' breaking the rule in
question. Mrs. Armitage was frank and honest in her appraisal of what
the principal maybe could and could not do to them if they broke the
rule. She encouraged their comments until the questioning‘was satis-
fied, establishing an atmosphere of personal problems as important.
Second, as projects were outlined, there was a brief discussion about
"bottle-picking” for profit in order to pay for some of the projects.
This communicates a realistic concern for their financial situation, as
some students here are really poor. Later the teacher confided to me
that she doesn't collect a 1ot of the money, although it is recorded and

Roger in discussion as to whether or not.he had a job, how much he was
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making, etc., and she also gave an ear to Lila's telling her about her
dog and puppies éhd family situation, which was incidentally not in the
form ofga problem.

B. Student-to-teacher communication - On an official 1s¥gl;}j'
this was directed to three areas. P

1. About the projects - To discuss one's project will always
engage the teacher in verbal communication. h

2. About personal problems - This has been clearly established
as acceptable by the teacher.

3. Terfiﬁary - One can always communicate verbally regarding
the'territory, as discussed previously. ?
" To summarize, in every way, there seemed to be here a sense that
encounter, talking, meeting was most important. Throughout, [ had the
feeling that this was more important than the project - or indeed was
:the real project; and later I will discuss how this was both the
strength and the weakness of this observational setting for purposes of

Buberian illustration.

_

Interview with Students, Teacher and Principal

At Primrose School, at the conclusion of my observation, I checked
the responses of the students, the teacher, and the principal for their

perception of what was happening in this classroom.

Student Replies

The student replies indicated they felt Mrs. Armitage to be "a
nice person who is always there to help you. She listens to your prob-
lems xltside class, even, and they get worked out. She gets involved

and 1s concerned." The boy who said she has such a convincing voice



added, "She's a nice person. If you're nice to her she'll be nice to
you. Sometimes she yells, but everyone has their bad days. You get
Qéed to teachers yelling at you. With her you don't try to get along
with her, you just behave."

She was said to be "more like a friend than a teacher; a teacher
orders you around, is one you don't think you can get along with, but
you do. Mrs. Arﬁiﬁage comes around and helps you. Another teacher -
you have to wait a half hour. This doesn't happen much in other
classe?. Some teachers just yell at you, give you heck, or one cries,
which means she can't handle kids, she's scareq of kids."

Asked about how they feel when the teacher touches them, none of
the nine students interviewed verbally indicated they were aw;re of
this. They seemed a bit embarrassed, looked at each other, but didn't
say anything. If they had any thoughts on this, it was regarded as
personal with Mrs. Armitage, not subject to discussion.

There was some confusion as to who bought the supplies. Some
thought "Mrs. Armitage had to pay for things, which isn't fair té
her." Some thought the supplies were the schools'. They strangﬂy
agreed that "Mrs. Arm%tage doesn't like gbg_kids having to pay for
things. She takes care of supplies."

About the keys, they felt this indicated that she trusted them and
laughed and said, "She always loses them." as if in on a private, family
Joke. "If she lends them and something is wrong, she will know who to
go to. Sﬁé Hoesn't have much to steal in there." They believed the
Year Ones would get into everything if it wasn't locked. "Year Twos
are more trustworthy. She can dépénd on them to do things. They grow

up more."
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As to the condition of the art room, Lila said, "It doesn't have
to do with the room, but who is in it."
They sit around her desk "because she asks us to. No one sits on

top of her desk. She doesn't allow it."

The main purpose here, they said, was: "fun, arts and crafis
accomplish your work, communication, to get along with things, peoyle,
to get along with others, to help them, to be their friend and teach
them how to do things. You help each other. And to do art. Its how
we see things. When we give up on thihgs, she doesn't really under-
stand. She keeps after you to make you feel you can do it."

I asked what some of that had to do with art. One said, "When
you do art you're communicating with others. Later on you learn how
to do it by yourée]f."

When asked why they could go out of the room so often, Trudy said,
"She doesn't want you cooped up in the room too long. You get in
trouble." !

"Foolin' around is fun. Sometimes it's fun to get in trouble.
Foolin' around is making noise, bug?ing eacheether, doing things.

Until you get in trouble foolin' around is fun. She trusts you until

N\ you get in trouble. She'll tell you. She'll probably let you go out

again, maybe within limiQS."

They 1ike peop1é coming into the room to visit. "The kids are

try to make you feel better. Like, Mrs. Armitagakcan help you.
Another teacher doesn't know what they're talking about. But it's

okay." Mrs. Armitage works on their projects, one felt, because she
4
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"likes helping you. Another teqcher always says to &G it yourself. She
shows you how to do it."

"What does she think of you?" I ask. They didn't know but said,
“Everyone is nice to her. She helps you when you need it. When you
don't, she says do it yourself. §he doesn't make us depend on her too
much."

About joking, in regard to an incident I reminded one student of
when Mrs. Armitage had responded positively to a good joke he had made,
He' elaborated that limits to jokes would be "no swearing, no calling
names."

In conclusion, one said, "She thinks about her students more than
art. If she cares more about her subject, that's not good. She helps
you until you're finished. She won't stop half way through." . And as
to the class: "It's neat. You fgel open. You do what you want as long
as it'srelated to art." !

As to the kite building, "it wasn't the best project, some of them

didn't fly, but the weiner roast was better than being in school..."

The Teacher

From Mrs. Armitage's side, I heard the following. "These students
need almost one-to-one attention; they né;d a teacher who will sit down
and talk to them about their wants and needs, not treating them like a
number. There isn't usually enough personal interaction. They will
listen to someone they are familiar with. ’They don't automatically
respect a teacher; they have to get to know you."

As to why she asks them to clean up, "p]ease.“iand why -she

communicates a sense that they are doing this for her, she said,"They
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have to learn that what they use they are responsible for putting away.
They won't clean up }or themselves. If it's up to them it would be
disaster. They don't have § sense of responsibility for materials so
much as they will do it for me. The 'please’ shows a certain amount of
respect for them, rather than doing it because it is demanded. We like
politeness from them. We set the example." She loses a lot of things
when she is absent. Last fall twelve sci§§ars and twelve rug hooks, her
total supply, disappeared when she was away two weeks.

How does she decide who to help and how much? As with a Year 1
student, one who gets frustrated easily,"he may take a knife and slash
up his project. The guy starts playing around, maybe the pFDjéEt is
too difficult. He won't be doing anything. They quit working and
start foo]iﬁg around with others. Then I step in to show them how it
can be done. Some kids expect iqstant turn out, especially on a repeat
project, as Lila on her oil painting. She begins superenthused but
she will quit and won't go back to what frustrated her. They are so
used to failure, at the first sign of it, they'1l quit."

As to the keys. "lLast year there was a lot of damage when the
doors were not on the cabinets, a lot of vandalism. They would pick
the door Tock outside. Now I lock up at noon. If I give the keys to
someone, they won't be rummaging for them. Sometimes they hide them
from me. 1 lose them a Jot. It's a sort of standing joke."

In regard to the kite buflding, she wanted to 'check their thinking
processes, to see if they would have a plan, some imagination. It began
with their suggestions.

As to the paint spilling, she is "used to that and doesn't get too

upset about it. "Will has éome a long way this year. He began iniiear 1
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and is definitely a happier person, though he can't sit still. He's
really pleased with how he's doing."

As for their leaving the room, "They are going to take a break
anyhow. This gives them a break without disturbing the class."”

Why is she successful as a teacher? "In a vocational area you
can be more relaxed, friendlier. You have time to get to know the stu-
dent and any subject he brings up. Being interested is the mafﬁ thing;
being willing to spend time talking to them, not at them. They hear
enough lectures, being treated as inferior." She tries to equalize.'
“You sort of know instinctively how far to go. You weigh the giving
heck with the kind of student they are. Like problems with projects
that Trudy and Jim had weren't their fault. These kids have been
yelled at enough. It may be more effective to just sort of talk to
them. Some lead you on to get heck just for the attention." Some-
times she goes along with this. One girl in the last class “played
right into her lap. She was on a kick about committing suicide and had
several teachers all concerned. I told her if she threatened that
once more I was going to spank her. The gi??ﬁdid and I turned her over
right in class on‘my lap and spankedzkerg ‘That was the end of that."
(These students are the same size as Mrs. Armitage; many are larger.)

About the condition of the room, she describes it as "disaster,
messy, dirty. But to have freedom, you can't be real up-tight about

the cleanliness of the room. You could spend too ﬁLchftime cleaning

¥

up.
About touching the kids, {ge feels "a Tot of these students need
this. They crave aj'ection. THey mayibe:totaiiy ignored at home and

(

any contact is desinable."



The Principal

In discussing these students with Mr. Jones, it is apparent that

he knows each one well and describes some of their immediate and real
problems.

g He says that "one of the main things happening here in this class
is that a lot of things get aired out; it'sa kind of guidance class.
Mrs. Armitage does a lot of that, especially for girisl They talk to
her more easily than other teachers...As last year when a couple of
older girls thought they were pregnant, which they weren:t, She will
bring in a social worker. She uses her personality to deal with these
kids. The boys, too, come back to talk to her. Those who visit go to
see her if they have known her...Some teachers are too rigid. Mrs.
Armitage is very understanding, pleasant most of the time, though she
can be temperamental, but not too much with the kids... |
Sometimes a teacher is assigned here against their wishes. In most
cases this doesn't work out well...The kids sense this; they don't
like ixi;;The rigidity of one teacher was such that the kids would
challenge him in his E1ass; coming late, saying things. Once this
: —
ended in encounter when the teacher dared the student who didn't back
down; it came to blows... R
' Mrs. Aénitage will sit on the steps outside the class and talk to

one if he's having trouble. Some of them could give. her a lot of

trouble..." " v
To conclude, "Here we know we are teaching students more than

subjects. We look after problems as well." Speag?ﬁg of corporal A '
1
punishment, he feels that guidance,ﬁiﬁﬂg in parents, and Mrs.

Armitage's type of counselling are more effectiéé_
>



CHAPTER V

Problem Restated

I have sought to determine first the characteristics and second
the usefulness of” Buberian dialogue as evidenced in classroom settings.
:'1§ .
Characteristics of Buberian Dialogue Summarized

1. The central characteristic of Buberian dialogue is the meeting
of the one with. the other, the teacher with the student, not based on
generalized notions of the student nor a preconceived idea of the
student, but the concrete present reality of a particular student.

Each student is seen as having his own unique identity to realize.

In doing this, the educator imagines him/herself from the other
side, the side of the student.

. 2. The educator does not expect the student to experience this
inclusiveness mutually.

3. The character of the teacher as a unified being whose own cry
has met response is the. teaching.

4. Because this teacher meets the cry of the student as a concrete

person, the student experiences trust, confidence. e

5. The teacher is the effective selector g%\fﬁe w%?ﬂd, the topic
of dialoque. This is a rec@gnitién of freedom in choice, decision, and
again reflects the element of responsibility toward the other.

6. The reality of the concrete present, answering of concrete
questions in particular situaticgs is part and parce! of authentic
dialogue. =

7. The end objective of education is toward ]) realization of

likewise unified individuals, capable of turning in response to others,
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and 2) toward courageous students who have a sense of their freedom to
search the unexplored toward unending creative realization, both in

their own lives and in the community of man.

Discussion of the Pilot Study

The pilot study served to reveal that this setting has indeed rich
potential for the illustration of various forms of dialogic encounter.

1) The description of tﬁexfiIm by Person A, aﬁ outsider to the
revealing dialogue as expected. Phrases pointing in this direction
area: "low-key, nanaautzaritarian teacher, the teacher trusts her stu-
den}s and theylhave respect for her; she was helpful to the students,
apparently involved to about the right degree, not overly imposing
herself on the situation." 7 -
)

2) As Person B reveals, individuals other than myself may see

the setting as rich in dialogue, both verbal and non-verbal. State-
ments underlining this include reference to the students' sharing of
tools, studying one another and each others' projects, the teacher's
moving to the students, the use of materials (yarn, bags) to involve
students with her in the project, the use of the project to communi-
cate teacher concern for the student and the use of clean-up time to
‘reinforce the sense of closeness, teacher with students.

3) Person C, the teacher, reveals that although the teacher in
this situation may be drawn unawares into a situation of dialogue
(at nd time did this teacher use that term or similar terms), the
setting is again revealed to have high potential for revealing dia-

logue by 1ts nature. t
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She speaks of the students in this setting;being very helpful to
each other, the need for one-to-one individual ;Qrk, her attempt to
respond to all questions, the need to help them individually because of
the time factor and their slowness; they think of her at times as
"mother", indicating genuiné interpersonal relationship, filling a gap

at times in their private lives.

4) Persons D and E haye confirmed this reciprocity of dialogue
through their positive reactions and also emphasize thatidiaiogue need

not be entirely verbal nor understood as such in order to be effective.

Discussion of the Main Setting

Points which emerged'fram the observation having a bearing on the
main problem inciude the following:

1) The use of territory is brought to atteniZ;; as a means for
interpersonal exchange, and ample examples have beken described.

2) Several examples of indirect communication have been revealed
as means for interpersonal exchange.

3) The verbal and direct communication has been described.

Usefulress of Buberian Dialogue in the Classroom

In comparing the preceding discussion of the primary setting with
the characteristics of Buberian dialogue, I find: |

1) As revealed by interviewing the teacher, it is seen that the
teacher had by prior decision or intenéion determined to meet the
students each on his/her own ground, as an individual. There was
limited general lectu;ing; each Iess§n was tailored to the individual
who was dealt with on a one-to-one basis as the teacher moved about into

student territory, permitted students to have reasonable access to her



territory, and zammunicateﬁ to them both directly aﬁ; 1né§rect1y
fsg:EEESing topics of diaingue initiated both by herself and the student
in regard to. art projects - or to the1r personal and private 11ves‘
The students stated. “She thinks about her students more than art.
If she cares more about her subject, thét's not good." i

. Armitage in interview stated the need for one-to-one

attention. The students. she felt, _need a teacher whn will 5it down and

talk to them about the1r wants and needs, not treat them 11ke a number.
Tpere isn't usually enough personal interaction. Being 1ntere§ted is
the main thing; being willing to spend time talking to them, not at
them. "Giving heck” is weighéd against the kind of student they are.

Mr. Jones, the principal, summed up: ""Here we're teaching students
more than subjects."” ' ,

3. The teacher here did éive the impression of being a unified
person in the sense discuséed previously in this thesis, as one whose
own cry has met response and who can then communicate this to others.

4. The students certainly exhibited trust and confidence in the
teacher, b@£h during class sessions and later in interview.

5. The teacher was the effective selector of content in four
ways: a) in choosing projects of interést and suitability Fﬁrithisr
group, b) in allowing the students to select their own projects anriv
more than one occasion, c) in having decided that discussion of vari-
ous topics outside class projects was entirely acceptable for the
classroom as being conducive to student development, and d) most
significantly, she was seen as setting the overall tone of the classroom
as a place for personal interaction. 7 . 3,- °

6. The answering of concrete questions regarding the class
Y.
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projects and\ggéana1 concerns was important tﬁraughoutg

7. The end result of deve1opi§§ likewise unified students capable
of turning in response talgthers can only be conjectured, since this
would be_g long term and hoped-for outcome. Neverthe1ess, some
statements by students i!%g;insightfu1 and promising in this regard:

The poxpose of class was said to be “communicétian, to get along
with things, peap1e, to get along with others, to help them, to be their
Fr1end and teach the how to do things.' _ﬁ .

These statements are particularly interesting since at no time!did
the teacher lecture or make any verbal statement to this effect. It is
a? secondary interest to note ggat these insightful éamments were made
by “learning disabled” students. ' L,

In regard to the projects, there was néver the suggestion that any
project waS™theirs alone. The teacher seemed tn assume joint

respan51b111ty for prajects‘ bringing to my m1nd thaughts of teach1ng

of perscna1 rgspcn51b111ty through the example of FESPGHdiﬁg; not

There was no indication of pity or sympathy in these teacher-
student interaciigps, but more of a sense that if you've got a problem,
let's see what 'you can do about it.
| There was no sense of "pry1ng into personal lives unless a problem
arose in class, ghich Mrs. Armitage segmed to interpret as an invitation ’
to her questioning-and concerned involvement. |

5tinl, thelstudents did feel that they were be%ng puiped and
encouraged on their projects, as these cgmménts'imﬁiy:

" "When we give up Qn;things‘she doesn'f really understand. She

keeps 4fter you to make you feel you can do it." and "She helps you when
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you need it. When you don't, she says do it yourself. She doesn't m$§!x\

us depend on her too much Shé helps you unt11 ‘you're finished."
The-jeacher clearly saw herself in charge of and leader GF these -

experiences. There was no suggestion or indication that they should

acknowledge her as an individual beyond the limits of rudeness or person-
B L)
al injury. -

At “the conclusion of my observation, what I have described was seen
by myself to be a pulsating, organic orchestration of continuous dialogue
in several forms. The person to person interaction, which began with

promise, was resolved satisfactorily by the end of the six week session.
1 )
It is crucial to note that the direction and leadership of the teacher

was of prime importance, all other- factors kéying from this person, in ’

true Buberian style.

[

Especially appropriate here is the following from Buber:

Man is like a tree. If you stand 'in front of a tree and watch

it incessantly, to see how it grows, and to see how much it has
grown, you will see nothing at all. But tend it all times, prune
the runners and keep it free of beetles and worms, and - all in
good time - it will come into its growth. It is the same with
man: all that is necessary is for him to overcome-his obstacles,
and he will thrive and grow. But it is not right to examine him
hour after hour to see how much has already been added to his
stature (Buber Ten Rungs. Hasidic Sayings, 1978:74).

Finally, the greatest strength of the se]eﬁted Dbservat1nna1 setting

is in the apparent meeting of the One with the Other. The greatest weak—

ness bf the selected setting for the Buberian illustration 15£1f',”e area

of vital exploration info I-Thou dialogue with spiritual forms, or the en-.
. i E | o

grossing immﬁrsion into genuine artistic pursuit. This would be fertile

ground for futher research but is beyond the limits of this thesis.
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Criticisms of Buber

Thrée important criticisms of Martin Buber are anticipated, insofar
as his use as a model for educational practice is cancerng%i (Moore 1974).°
1. His anti-intellectualism. Buber refuses to make ap} attempt§ at
proof, particularly in dea11ng with the I1-Thou re1at1nn and oFFars simply
the philosophical communication of an experience to listeners who are
reédy to make the experience their own. He rejects any kind of metaphysics
§ as a Qesis for his faith, wh%ch is cgrtain1yfdfamatic exaggeration. He
does seek rath‘tq lead us to the. lived concrete, to be pregent.and open

go the full dimension of the existing situation in which we figd ourselves.

2. His idealism Most frequently heard is ‘that he Js tau unreali
tic and 1dea11st1c for most people. Buber believed the Qantrary, tQEt no
place, no factory,or home was }oo humble ;nr the person who is Dpén to auth-
entic dialogue. One may'recognize from his own experience that the I-Thou
attitude may be found in any wa]k of life, having to do with a way of being
'which cuts across ecohomic and intellectual lines. 'Jean Vanfer has refer-
red to genuine dialogue as a dimension of being found among members of his
community of ,retarded adults and among others who ]1ve in- the margins of
our soc1ety (Vanier, 1977). . - . ' . o

However; there is. the wbo1a dimension ofzt-fhe" practit:a]-it'iesg reality
:t ~is that ﬁumanfréﬁationships are difficult at best, as evidenced in Buber's
own expénienge of 9isagreeﬁent with another great humanitarian, Mahatma

Gandhi, on the question of a specia1‘home for the Jews in Israel. Buber's

writings do remain as jideals, in the moral sphere of "love Dné another".

3. His lack of precision. Again this refers particularly to trying

. to explain’the I-Thou by making an It out of the experience. This is

S
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admittedly a paradox recognized by Buber. He is given in place to
)dramatic: overstatement and exaggeration, as in the particularly poeti‘f::i

I and Thou. However, if the reader's imagination is captured by Buber's :

dfamati; style,'he wi11§§earch out his own understanding, as this thesis

attempts to do. That understanding must vary for each person doing so,

in keeping with Buber's true intention and genuine I-Thou realization.

In effect, having covered Buber has not solved §ﬁ& préb]eﬁ, The

teaching gituatiaﬁ demands a practical sa1uti§ﬁ. *There may be in every
teacher a sense of Buber, but there is always a gap between téis ideal and
the real situation. While Buber's wrftings are indeed morally uplifting,
they essentially offer nothing new by way of methodaTon or practical im-
ptementation of an_I-Thg vision.

3

It‘s also true that more recent writers, using such techniques as
i ) ] ,
ethnography, ethnomethodology, and phenomenology, all attempt to expose

the I-Thou dimension, 8hrough objectively dissemﬁjing the I-It known world,
tﬁrougﬁ discriePtation,yby c@nsciéusiy thrﬂsting‘themse1ves (or trying to)
into u%kﬁawn ;imensionéi trying to see_éﬁew;‘té brAng about new realiza-
tion and new Ewareﬁessi just as Martin BQbér envisiﬁned so poetically. . I-
. Thou is not a‘%ixed'hEBPEﬁing Dr.dimension, it is the undiscovered, to be
found, to become. There is not one deqrgg,-p1acé. or kind of i=Thouf I-
- It is indeed histgry;-fﬁTth is life in ai1 itsru@nder and unexpected ful-

fii]ment, leading eterna]hy from rung to rung.

Impligé;jpns,far the Classroom Teacher

In pointing to an example of the experience of intensified dialogic
.relations in a cTa§5Facm;‘{t is be1ie§ed-that a teacher may be led to

%
¥ A
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consider 1mp1ementation and experimegtation of hls/her own means for

\

1mproved dialogue -and 4ncreased sensitization toward the multi d1mens1on-

al I-Thou flow wh1ch fnvolves both conceptual and perceptual awareness. |
To,feiterate and rephras® some of the characteristics that I'béTievé,>

Martin Buber would have encouraged: - .
A teacﬁer musl‘have 4 burning caniction that from point to point in

ong's life, realization is possible. This conviction can only come from

one's own_éxperieoce of struggle and rea]ization - nerhaps at ono time a

goal realized, or a success athieved, or a personality change effected.

@ne's own cry from'time fo time has begn met, Qhether"by forcés inside,

or beyond our uhderstanding. One will also know that this-yo; always opens

up a newer world of struggle -~ and{ yes, realization.

*  One must have trave112d>much also - not in the geographical sense,

of course, but in ;he sense of exploring various -avenues of human expres-

sion and meaning - 97vIng. _ One will have an attitude of questioning, of

- searching rather thq& accepting as final, solutions fsund by others who

“ L]
L 4

\

One will have a geoQinq sense of community withia]] pankind, and be;
lieve in‘the value of ;;cﬁ\individoél, nof‘on1y the brightest or most
artistic. | |
. One w111 realize each student must find his/her own way ultimately
- each has his/her own calling and must a]so respond in a way un1que and
uncharted. .

One will try to see from where the sfudent stands rather toan boxtng e
the student in with one's own.solutions. Th¥s requires great humility.

One will try to discover)the individual student anew, not le::ing

prior anqjyses and decisions about him/her cloud the possibility of both
: [}
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the student and oneself discovering-a néwer‘person there.

A: . One wiltl knqj:that what he or:she reatly believes about Tife will"

F

show'through what one teaches. (If one thinks one's students are useless

dullards, or that foreigners moving in are causing the SChQD]iS problems

- the teacher is the teaching:) . >

One will think of how delicate and important it is to be the select

of the part of the world which will affect one's student. One must qués

tion course cdhtent, accepting nothing as*THE HO?p, infaf??b1e and undus
tionable. . | -

One-will begin to insist on stddent:teacher ratio equal to one‘:

ability to deal with stugbnts as individuals. ™

One will begimTto insist on an atmosphere in whgch one's vdcation,

-

if'aﬁ'a}tiss, may be-reflected.
One must h?ve first and last an attitude of openness to new passibiiii
- ™ B -

ties. everywhere, Ehdwing that we.each move from rung to rung of an endless

ladder. : . o R ¢

. A Third Metaphor .of Education ' o

Martin Buber has pbdinted the way to,a’"Metaphor of Travel".

The curriculum is a route over which students will travel under
the leadership of an experienced guide and companion. Each
traveller will be affected differently by the journey since its
effect is at least as much a function of the predilections, in-
telligence, interests, and intent of the traveller as it is of
the contours of the route. This variability is not only inevit-
able, but wondrous and desirable. Therefore, no effort is made
to anticipate the exact nature of the effect on the traveller:
but a great effort is made to plot the route so that the journey -
will be as rich, as fascinating, and as memorable as. possible
(Pinar, 1975).

This thesis has attempted to illuminate that metabhor(ynder the conditions

set by Martin Buber.



Martin Buber did not look %QFadiSCipTES who would follow him and

turn his ideas into a new dogma. One such woul-be disciple told Buber

he #01lowed his philosophy faithfully and considered himself a devout a
] 3 = L : ,

~jam. g : . /

Buber flashed him quizzical glance, and replied, "If you cAll your-

sélf a Bubggian, th®r—you have not understood me!" (Hodes, 1971:152).
Kaufmann acknowledges a personal debt to Buber: |

[f Buber places so much stress on what seems obvious to me,
~ one has to agék in fairness whether it would seem so obvious if
he had not been so insistent on it. But when every student who \*
comes to my office to speak to me, and everyone who asks a ques-
' tion of me during or. after a Tecture comes to life for me as an
I addressing me and I try to speak not about hip but to you -
would it be that way but for the influence of Martin Buber?
(Buber, 1970:27-28). , i ¢

To Buber, I leave the last words: : -
We Tive - one must say it over again - in a time in which the
great dreéams, the great*®hopes of mankind, have one.after another
been fulfilled as the caricature of themsglves. What is the cause
. of this massive €xperience? [ know of none save the power of fic-
titious conviction. This power I call the uneducated quality of
the man of this age. Opposed to it stands the education that is
_true to its age and adjusts to it, the education that leads man to
%a lived connection with his world and enables him to ascend from
there to faithfulness, to standing the test, the authenticatings
to responsibility, to de¢ision, to realization -(Buber, 1963:105).
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