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ABSTRACT

-

This study of two generalist teachers (non-specialists in art)
teaching art in elementary school: classrooms, deals with viewing and
interpreting art in school as everyday 1life. The major purpose og the
study was the discovery of the culture which produces art products in

‘the classroom, and the 'examination of the knowledge that guides art
behaviour in the cultural context of the elementary school. The
concept of culture espo.sed for this study was Sgrad1ey's (19755:
"Culture is the acquired knowledge that peob]e use to interpret

experience and to generate social behaviour" (p. 5). . /

v

)

Data were cd11ected through’the reseércher acting as participant-
" observer in two classrooms .in two different elementary schools. The
~ researcher worked very cTosé]y with the: two teachers as they taught art
aﬁd any other lessons where art materials and processes were used. The
collection of data took place over a two-month period, from April 15,
1983 to June 16, 1983, using ethnograbhicltechnique based on Sprad1ey's
' (1975) “Ethnographic Discovery Procedures” (pp. 72-107). Participant-
observatibn with extensive intervfewing and discussion - both formal
and informal - were the major ~ techniques uti1ized. Lessons and
intervigws were tape reéorded, transcribed and ﬁsed to formuléte
further.duestions and discuSsions. Thé study focused on the use of art
materials, processes and products, how they were chosen, the reasoning
and intent behind the choices,”and‘what they ﬁeant to the teachers.
Data were analysed according.to theories concerned with the sociology
of'everyday 1ife: The problem for the study arose out of a review of
1iteraturé concerned with the criticism of art education in the school

by art educators.



This study revealeéd that teachers approach the teaching of art in
a taken for granted and routine everyday way, calling upon common sense
knowledge which is contiﬁua11y augmented, modified and frequently
justified retrospectively. Botﬁ‘teachers in the study. appeared to be
" influenced. by ‘cultural phehohena, 1afge1y unacknowledged by art
éducators; Friends, colleagues, periodicals, teachers' conventions and
the like influenced the teachers' choices. In other words, knowledge
about art wa§ acquired in a highly socialized but routine ‘way.'
Cbn%rary to the perception of certain art educators, it was found that
the two classroom teachers participating in the study did not considér
' teaching art fn school to be problematic. They appeared to feel
confident and adequate in doing what they did, ‘secure in their own
background knowledge and the 'affirhation and approval of colleagues
‘within their profession. Personal -biographical situations influenced

how the teachers quectified what art in school was to them.

This study revealed that art education's specid]ized knowledge is
not necessarily. a part of a classroom teacher's common sense everyday
thinking. In other words, art in school is one thing to art educators
and another to classroom teachers, even though the two groups may share

some commonalities in thinking.

Thé.study recommended further research into- the powerful culture
of the elementary school 1ead1ng to an understanding of that culture

from the stance of the classroom teacher.
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CHAPTER ONE \

INTRODUCTION TO THE PROBLEM . }

Much has been written about the nature df art education in the-

elementary school and how it fails to measure up to standards set by
art educators. Indeed, classroom teachers do not consider themselves
experts in the subject, yet are expected to teach art. Further, it has
been suggested that the problems encountered by anyone attempting to
understand the educative process in - the realm of teachihg art, are

enormous and difficult (Eisner, 1972).

Current literature and research suggest that art education does:

not receive the attention and status given: to other core subjects.

While art educators extol the merits of well-planned art programming

for children and are prolific in their publication of texts on the .

subject, they decry the fact that art is peripheral at bést, or non-
existent by choice, for far too many students. The question of quality

in art education, .according to Borsa (1978), ™... is a continuing

source of puzzlement for educators" (p. 1). The problem for this study

ardse from my observation that pubh‘shed art educators talk about art
in the school in one way and classroom teachers often seem to have
another way of teaching art, or "doing art." The classroom teacher's
way does not always reflect the materials and processes recommended by

art educators. The-art educators referred to and quoted' in this study

i
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were chosen because their texts are the most often recommended reading
in \yniyersity‘ art education courses. This was ascertained through o
observation and confirmation by professors at the University of

Alberta.

Many \of the recommendations’ and.-criticisms put forth by art
educators, such as Chapman (1978), Eisner (1972), and Feldman (1970),
are relevant to those teachers who teach art “as specialists at the
secondary . level but not necessarily so to-e]ementary teachers who are

“subject. In addition, evaluations ef elementary art education
programmes‘;;ten overlook the socielizing structures‘of the school and

the pressures exerted upon those who work within that context.

. Cultural factors affect very much hew a particular group organizes
and interprets its environment. Do school art programmes reflect the
schoo]lcu1ture? Elementary classroom teachers could be key sources of
understanding yet there appears -to be a paucity of infermation and
research on what classroom teachers ehink and say about what they do as
art in the school.. This study focuses on the classroom teacﬂer‘working;_E____
with art materials and processes within the context of the school
: ¢u1ture. "1t is hoped that through focusing on art hateria]s ‘and
processes and the intentionality of the teecher‘who chooses them, I will
'feach an undefstanding of what is happeniyig there.

'CHapter One will present an outline of the problem for this study
and. the background to that prob]en I will brief1y discuss the
unportance of materials and processes as art educat1on the ~ctltural
"model as a way of looking at what takes place as art in the schoo1 and

the idea that school culture can be viewed as everyday life.



G Background to the Problem

The Importance of Art Education ip Schools
7 K .

A large group of influential and q@nowned writers in the field of
education recommend that Studies,ﬁn the visual arts be 1nc1ud“” in the
proper and fuf1 education of children. Chapman (1982) be11eves: “Ear]y‘
and cont1nuous educat1on during the elémentary years is just as vital 1in
art as in any other ‘subject" (p. 52). Feldman (1970) tells us that art
can be useful, even necessary in learning what life is really Tlike.

‘Easner (1972) p1aces the value of education in the arts "... \in the
unique contr1but1ons it makes to the individual's “experience with and
| understanding of the world" (p. 9). Concerns for art as cultural
communication and as a way of dealing with both natural and designed

environments are cr1t1ca1 points of -view put forth in Art Culture and

Env1ronment (WcFee and Degge, 1977).

My‘experience as an art educator and as an advocate of qua]itj‘art
educat1on has led me to believe there is a paradoxical situat{oh
existing in the teaching of art in the elementary school. On the one
hand, art educators advocate the importdhce of art in the core of school
programmes, and prescr1be methodologies, processes and materials which
may be used. On the other hand, art1facts and art products on exh1b1t

in'many schools frequently bear little resemb]ance to the products found

in illustrated art education text books such as Feldman s Becoming Human

Through Art (1970).

» It would appear' that the adv1ce and recommendat1ons of art
| educators are not be1ng fol]owed by c1assroom teachers Feldman (1970)

1aments the fact that “art 1s still taught as if it were an adornment of



.

gracious living rather than an essential expression of the human

spirit" (p. 13). What does the teacher think about what he or she does

\ .
i !

f
as art ip the school?

| | .

Art Education as Materials, Process and Product

Materials and procedures for using these materials, play a 1arge
role in art education. Nhen teachers select materials and use them for
specific purposes, these materials hay be assumed to be media for
expreésfng ideas and can reflect a teacher's curiosity about things. In
talking with teachers about their_art programmes, it is necessary to
speak of materials, processes and the resulting products. - It is not
always easy to know which came first, the materials, or the idea to be
~expressed through the material. This study 1looks at matertals,
processes and products as a way of diséovering the ideas and rationale

behind their use.

In asses;ing current . recommended. programmes in art education
(through a careful reading of both text books and periodicals), it would
seem that many art edﬂcators believe in using a hrnad variety of media.
McFee and Degge (1977) beljeve that: "... stud:its . -ed experiences in
various media and hayrhave satisfying experier-es maripulating media,
until an’ image or idea emerges" (p. 173). 7 , w-ite of students
needing opportunitiés to explore various media sucii as tempera paint,
water color, acrylics and clay, and experiment with such tools as
bristle or hair brushes, 'brayers, sponges, combs,‘ tooth brushes,
cardboard strips and a variety of papers. Illustrations in Fe]dman's

- Becoming Human Through Art (1970) depict the use of such media processes"

. as oil pastels, papier mache, scrap masks, paper bag masks, wire
sculpture, collage assemblage, sketching and photography. One single
- issue of Arts and Aéf?vfties (1983) includes articles and instructions




orr weaving, fqbrib sculpture, basketry, block printing, felting and
bi]]bw—making. Chapman (1978) éuggest§ such activities as drawing and
painting, printmaking and graphic design, photography, film-making,
sculpture,  woodworking and the making of mini-environments from
materia]s such as styrofoam, cardboard and tubes. fhe possib]e variety

of media recommended for use in art education is vast. R

ATthough all the writers considered in this study emphasize the
aesthe;ic and appreciative aspects of an} education, the.major-part of.
the texts is given to materials and processes. The photographs of
student-made products. illustrating the texts are colourful and © .
‘attractive. However, having reqpmmended and illustrated a great variefy
of processés and materials with which to do art, art educators dd not
see their advice being followed and are disappointed with ‘what they see'
as art education in the school. Art in school is conéidered,by art

educators to be problematic.

Art in School as Problematic

Feldman (1970) writes thaf teachers can easily become dazzled and
confused by the "... plethora of activities and tools and goals and
projects" (p. .60) to be considered within the art education programme.
Chapman (1982) argues that typical school art projects "
artlike effects with a minimum of skill and effort" and gives examples:
"Place chips-of wax crayon between pfeces of wax paper, iron the paper
flat, and display the result in a window as a 'stained glass design'."”
She .claims that through such activities as th{s, "schools actually
teach children- that art is frivolous" (p. 57). Efland (1976) goes
s9 far as to identify a "school art style" (pp. ‘37—44) - a new and
different~art'sty1e that he believes is only marginally related to the
heritage of art. What or who is responsible for this state of affairs?

R4 )

guarantee



Eisner (1972) suggestls the problem might 1lie in the fact that
classroom teachers must cdpe with many subject areas, and may have
inadequate preparation in many of those areas. He writes that this
places teachers in a quandary as to how to deal with the. teaching of
art, the result being frequently the choice of an "ad hoc approach in
which teachers hunt for something new and ‘interesting' to introduce
_into the classroom" (p. 25) or teachers resolve their difficulties in
planning art curricula by relying on the calendar. Borsa (1978)
suggests that administrators might contribute to the problem. She found
fhem to be "generally ill-informed about art" and recommended that art
educators "work toward r}vaking them "aviére of the need for art and what
the art progr;amme';s objectives are in relation to general educational
goals" (p. .144). But does it help or change the situation to merely fix
the blame on particuﬁar groups of people?

3

Art educators have certain- ideas as _to what might lie behind this
prob1emat1’¢ situation. Chapman (1982) suggests the problem might be
that educators deal too much with the oéycho]dgy of méking or creating
art, that is, with the artistic process, and too little with how
responses are inf]buenced-by the physical, psyého]ogicah or social
contéxt in which children encounter and make yisua1 forms. Eisner
(1972) says it is believed by some that creativity "develops best when
protected by a cloak of mystery" and is actually “incapable of being
understood." He suggests that it may be this air of mystery fhat has
led even art educators - those trained in the field of education and
art - toﬁsee res:earch'in the field as an "uncomfortable ir{truder,
somehow hnot\be]onging to the famﬂyvi of art" (p. 237). I believe these.
‘pos\sible ans'wers‘ are too distant fr 1 the actual experience of mak-¥ng
.art in schools. The fact that  I still see the same seasonal -projects

being done as art that I did myself in kindergarten and elementary
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school, and that I saw as a beginning student teacher some twenty yeérs
ago, has led me to suspect that what needs to be brought into question

is the strong, traditional culture of the school.

The School as Culture

Spradley (1975) defines cilture as what people know - the socially
acquired. rules and codes they use to -interpret and give ~méaning to
social behaviour. This definition of culture refers to the knowledge

people use to interpret actions, objects and events.

fhe aftifacts and .art objects on display in schools are not the
culture of that school, per se, but are objects which reflect the human
-activity and belief systéms contained therein. So although this study‘_
focuses 6n material things - art materials, processes and products - it
is really -the organization and ‘meaning of these things which 1is of
interest. = These "things" are subject to cultural interpretation. The
products reflect the teacher's beliefs and the activity of the children.
The products of school art éWaﬁses as artifacts of the school culture
should tell us something of that culture,. but will not tell all.
Because objects and imagés are fréught with meaning, they are morevthan
just what can be seen or ﬁouched. To discover and understand4theiﬁ
extended meaning, it is necessary to‘visit the makers of these objects
and "L watch, listen and ask quéstions" (Spraﬁ]ey, 1975, p. 308). To
understand and interpref experience, that experience must be shared with
the partfcipants.' Hence, the purpose of this study 'is to understahd art
in school through shared experiences with materials and pfocesses
| chosen by -the teachér for the purposes of making, art. Culture is

knowledge, and knowledge guides behaviour. Because much of what has
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been observed in art education classes, appears to be traditional in
that the same kinds of projects appear in many schools year after year,
I believe many of the choices made by teachers are pade in routine and
"taken for granted" ways. Spréd1ey's (1975) concept\of cu]ture, and
Schutz' = (1962) explication  of life as a common sense world
'intefsubjective1y experienced by fellow men in ‘typically. taken for
\

granted ways, seems particd]ar]y applicable to the purpose of this

study.

As long "ago as 1972, Eisﬁer said that art educators "cannot afford
ectr the general culture of the school because it is one of the

me. . powerful aspects of séhoo]ing\ifse1f" (pp. 22-23), yet little has
changed and that’ culture “has = been  n¢g1ected. MacGregor (1982)
writes of the'ﬁeéesgity'of'researchers.dea1ing with the "empty center -
the inabf1ity to fix any one point ornmomenf'of absolute significance”
(p.'4).5 In other words, in\everyday life one is sometimes conscious of
being in a situation without any clear realization of how one got there.
Everyday life_;and its "taken for granted" quality is pahamount to
uhdefstandjng art - in the school. The situation considered to be
probTematic - the making of art in the school - has'beenf1ocatéd by art
educators, but ‘an underétanding of that situation has not been reached.
The éveryday reality of the situation_ has not been recognized

sufficiently.

Culture as Knowledge

, ' -
According to  Spradley (1975),

culture 1is the acquired
knowledge that people use to interpret experience and to generate social

behavior." It is "1ike a recipe for producing behavior and artifacts”



(p. 17). It is this "recipe" for producing art in the school,  and how
it was arrived at, that is of particular interest to this study.

Spradley writes of acquired culture as being two-faceted:

The cultural knowledge that people discuss, explain,
and talk about is called explicit culture. Tacit
culture, refers to this shared knowledge that people
cannot talk about. (1975, pp. 31-32)

However;.the jdea that tacit culture cannot be talked about, is only
pért]y true. “The boundary between explicit and  tacit cultural
knowledge is a permeable one. That which is tacit in oqg.situation
may become explicit in another" (Sprad1ey; 1975, p. 32). &chéﬁding to
Spradley, much of the vdlue in studying artifacts (materials, processes
and products) comés from their éssociatioﬁ fWith valued aspécts of a
particular cultural systeh. To truly discover what these‘éssociations
are andnwhat hidden~meanings the artifacts represent, it is necessary to
Qo to the person requnsibIe for their creation - the ;]assroom teacher.
What is being done in the name of art in the school and what does it
mean to the teacher? What do teachers suggest is the inténtion behind

what they do?

Culture in Everyday Life

'Schutz' notion of multiple realities - that is, the idea that "it
is the meaning of our experiénces and not the ontological structure of
the objects which constitutes Fea1ity" (1962, p. 230), - wherein may
exist several separaté orders of reality, seems particularly applicable
when researchers contemplate "peé]ing the onion" of school culture.

Although art may not be taught in precisely  the way art educators



recommend, it is part of the school culture and is accépted a% a
matter of course. In an elementary school, some sort of art-making
activity is part of what Schutz wod?a"cafﬂ the "daily, taken for
granted, common sense everyday world" (p. 71), an integral part of
school” life. Culture is knowledge and teachens are éccepted as having

knowledge of how to "do art" in the classroom. \

Schutz offers a way of confronting and understanding the reality of
the everyday world as it exists within the culture of the school.
Schutz (1962)_cbnsiders the world of daily life tofbe'an intersubjective
world within which and ~upon which people act ahongst their fe11ow§.
Cultural .ru1es .proQide a basis for organized human behaviour and
1nterpr€tations of experience but fhese‘ru1es.do not insure absolute and
rigid conformify. Rather, cultural rules ‘are continuously being
interpreted and re-interpreted ‘as they are passed on and acted upon
‘(Sprad1ey, 1975, p. 29). Spradley's ethnographic disCoVery procedures
offer a way to uncover hidden barriers;to'meaning. The strategy of
participant observation adopted for thié study - sharing experiences
with- jnformants, joining them for discussions and listening to them
explain and legitimate what it is they are doing - offers the
opportunity to obsérve, understand and interpret thiS'cu1Fure. It is
more than establishing simple, direct questions and soliciting answers:

"One must discover the questions to ask —from  those whose culture is

being investigated." Analysis of the data obtained.in_thfs way, takes.

p1acé through examining statements "for the 1hp1icit questipns that they
contain and that informants are taking for granted" (Spqad]ey, 1975,
p. 77). ‘ |

In as much as art has become typi ied “ncorporated into the

culture of the school, it may or may not be r: .. to art in th= world
at large. Schools are social institutions - “tionc createc by a
‘society for the achievement of sociclly ¢ “ires .~ . They are
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influenced by a diverse and subtle range of factors that may have their
source not only in the immediate school or district, but in other
far-reaching and 1essMobvibus roots (Eisner, 1979). The culture within
this social 1nsfitut16n refers to what people - teachers in this case -

know and use to interpret experience (Spradley, 1975).

Germane to tHis study is the use of the term interpret.  This
'study is an attempt at understanding how a teacher interprets what art
education is, what meaning it has for her, and what factors 1nfiUence
that interpretation. As Spradley (1975) says, cultural rules cannot
ensure rigid conformity. In other words, people use théir culture and
the codes and rules within it; they are not entirely regimented by it.
Teachers migﬁt well know "rules" for teaching art, but interpretation of
those rules is a highly individual and‘variab1e factor. There exists

"rules for breaking rules" (Sprad]ey; 1975,-p.\29).

The Problem

Art educators say‘that art is a necessary and vital force in our
6u1ture and as such deserves a major and secured place wi}hin the
culture of the school. -The provision of certain matertals and tools
along with sound theoretical know]edge.and instruction can ensure art

its functions and can enhance all learning. However, art educators also

say that what is happening in the schools is a unique art style in

itself, peripheral to core subjects, ~and lacking in artistic
univérsa]ity and worth. If indeed, symbols and artifacts communicate
belief systems, then school art must reflect to some degree, the beliefs

and values of the culture which prodqces it. Herein lies the problem:

11



The perception of conflict between research and
practice is a theme that continues to emerge in art
education literature as sure as do dandelions 1in
otherwise well-kept lawns. (Lachapelile, 1982, p. 23)

If it is accepted that art is the communication of a belief system, the
assumption must be made that the activitjgs undertaken by teachers - art
specialists and generalists - are undertégen in good faith. It appears
that the cu]ture in which "school art" is produced, is at Tleast a§

strong or stronger than the forces of art education.

Crucial to this dilemma is the understanding of the.cu1ture of the
school - that body of tacit knowledge that accounts for the generation
and prodﬁction of school- art as artifacts. Chalmers' (1982) case for
the study of art as cultural artifact alone must be modified and
extended to include the study of the social network of interaction
through which these symbols are manifest and become meaningful to those
who are responsible for them. Schutz' (1962) way of confronting req1ity
and eyeryday life seems particularly apt when attempting to understand

«the meaning of art in the school and the intention behind it.

The Study

‘ It‘is the intention of this study to confront the everyday reality
of teaching art within an elementary school culture and to experience
and interpret that reality from the point of view of the participants.
The knowledge a teacher calls upon to enable her to teach art in the
school includes theories and ideo1dgies incorporated into the common

sipse structures through which daily, everyday 1ife is carried out.

|
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Understanding and legitimation of this everyday Tlife takes place through
language as well as through Ehe,passing on of myths and maxims - those
implicit, o%ten unspoken rules of daily life (Douglas, 1973). Through
talking and working with two teachers "doing art" within the context of
the school, I hope to come to an understanding of the tacit as well as
the exp}icit know]édge a teacher must have to teach art within the
culture of the elementary school, and how that knowledge has been

transmitted, legitimated and acted upon with the resulting production of

art.
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CHAPTER TWO

REVIEW OF RELATED LITERATURE

Chapter Two presents a review of related literature pertinent to
the background of this study. It is concerned with what art educators
have to say about .the nature 6f art education, its place within the
culture of the school, and, how art educators perceive art education in

the school as problematic.

The Nature of Aft in the School

Art educatoré are concerned with art as an integral .part of
children's lives both in and out of the school. The school fakés on the
respons1b111ty of teaching ch11dren about art - what it is and how to do
it. Read (1958) believes the very aim of educat1on itself shou]d be thE™
"creation of artists - of people efficient in the various modes of
expression” (p.. 11). Lowenfeld (1964) views art as a _stronghb1d of
creativity within the public schools. Wachowiak (1977) sees the art
programme as potentially a “privilege, a revelation, and a joy to
observe" as children "create in paint, crayon, paste, clay, wood, yarn,

cloth, paper and found materials" (p. 1).
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The purposes of art education coincide with those of general
education, according to Chapman (1978), who says that children's art
experience; in school should be "personally meaningful, authentic as
‘art', and relevant to life" (p. 118).  She believes art education
should focus on learning about art and tnrough art. The premise
that art education is more than just one concurrent subject area among

many in schools, is embraced by several prom1nent art educators. The

jdea of art education as a social ob11gat1on and 'as a total humanizing

exper1ence is expressed clearly in the title of Feldman' s Becom1ng Human

Through Art (1970). His broad, humanistic, purportedly anthropological
point of view is shared by\Chapman (1978) and McFee and Degge (1977).
These writers view art as.befng integral to life as a three-dimensional
process with the historical, creative and critical aspects of art being
of equal importance. McFee and Degge wr%te that the most critical goal
of educat1on in multi-cultural societies is "to equip children of "varied
cultural backgrounds to dope 1n the mainstream of the society w1thout
causing them to devalue their own cultural background" (1977, p. 10).
Forvthem, art is closely tied into values in.the way people develop
their attitudes towards art, In other words, art education should be
undertaken within a cultural context where the whole person is both the
subject and the object of hunanistic study. Feldman (1970) identifies

the task of art education as that of "uniting art and life - at least in

the subculture of the school” (p. 137). De Francesco (1958) sees art as:

the very vitality of social 1living, recognizing its importance as
“socializing activity within the culture of the school. He stresses the
force of the'expressive and creative impulses and the need for ample,
/Var1ed materials and tools which can expedite these impulses. Art-is
somet1mes seen ‘as a way of providing the means of symbolizing,
expressing and communicating values, beliefs and rituals strengthening

them in the process (McFee and Degge, 1977; Eisner, 1972).
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. Chapman (1982) believes that "basic education in art must centre on
_ the subject of art." Quality art Veducation is ‘"education‘ for
en]ightened citizenship in a democratic society.” ‘ Furtherf she says
that art is "undeniably a significant part of the cultural heritage
because the experience of art holds/some promise of making one's 1life
more satisfying, and becau;e art senters into the civic andbsocial
‘aspects of.our lives" (pp. 36-38). Essentially, art educators believe
art does and should play a vital and important role in society and that
schools should récogniEe, act upon and reflect this.

| :

Art Education as Materials, ProcesF and Product
A maJor part of art educat1on in schoo]s concerns itself with the
expressive aspect of art - the mak1ng of art. Materials which can be
manipulated through some kind of process will 1ead ultimately to some
kind of product. Children enjoy manipu]ating art materials, and may
even without guidance produce works that have strong expresswve power
(Chapman, 1978). In the art education literature reviewed for th1s

]

'study, writers 'devote substantial space to the suggestion and use of

various materials. As Chapman (1978) says, the ‘two modes of art

experience - expression and response - are interdependent, but it
appears that the majority of art classes observed in my experience deals
with the active manipulation of materials with resulting products.

/

~ - - / " N
“"The materials, tools, and technologies /available to a society

obviously m?ke_up a society's artifacts. So it is within the culture of

the schoo1;.there-exi§ts a relationship between materia1s4and‘ihagery.

According to.Lowenfeld (1964), such basic art materials as clay, tempera

and paper are' essential to chiidren, as - is the need to identify

v )
J
|
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"propert1es of materials, and to 1earn how these materials behave.
Chapman (1978) recommends a broad range of materials extend1ng far
beyond clay, paint and paper as do MacGregor (1977), Lan1er (1982),

-and de Francesco (1958) . Extens1ve experience with materials 1is
character1st1c of art programm1ng in ‘the e1ementary school. This
experience is necessary as "ability to control any medium comes from
pract1ce in using it". (Chapman, 1978 p. 58). Chapman cites Broudy's
study of mastery when she reminds readers that true mastery 1nv01ves not
only dexter1ty in manipulation but sound Judgment as well. It is
impossible to separate art education from the man1pu1at1on and use of

materials \whether those materia1s be clay,’ wood, pa1nt, slides,

reproduct1on r original works of “art. Chapman (1978): warns - however,
that "mere activty and chance successes are DOOr measures of learning

one truly creative experience in art is worth a thousand aimless

experiments with art media" (pp. 118-119).

An examination of ‘the 1981 to 1983 issues of Art Education and Arts

and Act1v1t1es reveals numerous articles on materials and how to use

them, and a mu1t1tude of advertisements about where to f1nd and purchase
art materia1s The suggestions range from the use of c1ay, pa1nt felt,
soft sculpture, wire sculpture and computer graph1cs to Ind1a ink and
white glue. A]though Lanier (1982) attempts to present a visual arts
introductory programme completely d1vorced from -any hands-on studio

work in his recent text, The Arts We See, some critics don't consider

this a viable alternative to traditional art programmesf Dennie Wolf

(1983), in reviewing the book, believes teaching. .about viewing requires

a balance between doing art and talking and reading about it. The new s

Alberta.-Education Elementary . Art Education Pilot Curr1cu1um Guide, The

Child's Image Making, (1983) acknow]edges the components of depicting,

expressing, composing and reflecting skills but in 1ts t1t1e, reveals
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aﬁ emphasis on the making of art. In Teaching Children to Draw, Wilson

and Wi1son (1982) relate the 1mportance of the functions of children's

drawing to children's spontaneous exp]orat1on of the world and offer a:

variety of drawing act1y1t1es‘and games in which the child's school art
can be moved closer to his spontaneous art. Having visited many
elementary school classrooms during art periods, it would seem to me
that the emphas{s in art education is on materials and activity - the

productive aspects of art.

Feldman (1970) wrifes of the desirability of "the new creative
situation” which aims at "more than certain kinds of artistic products”
and utilizes "an expanded idea of creativity in art education" (p. 190).
" Feldman says that "art is what you do about something that interests,

worries or pleases you" (p. 196). Further, he says:

It is not desirable however, for a teacher to
determine in advance how the entire class will carry
out a creative work. When every child executes in
the same medium, at the same time, it means that the
program has surrendered to logistical or admini-
strative convenience. (p. 207)

And herei: i1 tie implication that art educators perceive art as it is

done in » schoo s; unacceptable or at least, undesirable to them.

Art Education as Problematic

Chapman (1978) notes that because media used by artists are often
different from those available to school children, it is essential for
ch11dren to see original works of art and actual artists at work. }he
1mp11cat1on is that a unique category of mater1a1s having no para11e1
or counterpart in the real art world, is used in the creation of "school

art" (p. 129). Thus emerges‘the acknowledgement of a paradox between
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what is declaimed and recommended by art educators and what is actually
‘the reality. Art educators, while prescribing what art education is and
how it should be done, criticize with a degree of harshness, nnﬁt
teachers actually do as art in the classroom.
b

MacGregor (1977) gently disparages the "calendar approach" to art
programming but -reveals a sensitivity to the underlying reasons for this
approach, those reasons having to do with ritual, tradition and the
special significance of a set of symbols known to chi1nren. Eisner
(1972) acknow1édges the possibility of building a first-rate art
programme around significant holidays but only "if one has a clear
understanding of how‘these events can be used to stimu1a£e and focus
activities that will develop the aesthetic sensibilities of children”

(p. 26).

In a critical assessment on the status of art education in American
schools, Instant Art Instant Culture, Chapman (1982).charges that the

kind of art done in schools demands little of those who produce it -

"minimum skill, little or no knowledge, the Teast possible effort, and
practically no investment of time" (p. xiii). Lowenfeld (1964) refers
to this kind of activity as school-type projects - objects that have no
significance artistically nor do they serve any real function - "easy
projects." "He says: "There is no place ... for cutting out papér
angels or Pf1grim hats ... mass produciné TJittle stereotypes for
ho]iqéys or seasonal events, since such activities can only make the
chj1d feel inadequate and tend to reduce his confidence in his own sense

of expression" (pp. 129-130). -

Efland (1976) goes so far as to identify a "school art style" - a
new and different art style that is only marginally related to the

heritage of art. 1t is not to be confused with spontaneous child art, -

that “"unsupervised forms of graphic expression usually done outside of

K
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school by children for their own satisfaction." He says* school art is
"a form of art that is produced in the school by children under the
guidance and influence of a teacher ... an institutional art style in
its own right" (pp. 37-44). MWilson (1974) characterizes this art style
as ‘"game-like, conventional, ritualistic and rule-governed," where
"conventional themes and materials are fed to children and result 1in
school art with the proper expected look" (pp. 5-6).

Lambert Brittain (1976).observes that art taught {n most” elementary
schools consists of colouring exercises, ditto sheets and "tricky
projects" (p. 8). ” Budahl (1981) gives responsibility for the "“form of
art" being taught in elementary séhoo1 to the elementary teacher's
"desire for practicality and the continuing presence of ‘how-to' books,
too often followed indiscriminately" (p. 18). He sees elementary
teachers as wanting speé;fic, practical art activities - projects which
are particular, cheap and immediately pfactica], but not necessarily
ph11osoph1ca11y cound from an art education point of view. As long ago
as 1951, Forbes, in a master's thes1s on the cu1tura1 basis of art
e&ucation, outlined some persistent problems of art in the school.
Chief among thesé was the_1ow status and relative unimportance of art
education. Barkan (1963)-point$ out that art educators have failed to

clarify and define the work of aft education.

Art educators have clearly been dissatisfied with art in the échoo1
for a 1on§ time. If the activities in an art classroom do not reflect
the activities of art in the world of artists, art historians :and public
art,.it is not enough to challenge and criticize elementary teacheré for
fai]fng to do the job as prescribed by art educators. The cu1turebof

the school itself must be confronted.
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Summary

Chapter Two has presented an overview of what art educators say

elementary school art should be, how this might be accomplished through

a variety of materials and processes, and how they perceive what is

actually happening as art in the school, to be unacceptable to them.
Art educators view art education, as it exists in many schools, as a
paradox. There is a lack of understanding as to why the situation
exists as it does. That 1';, there is a lack of understanding of the
culture which exists within the school. The next ‘chapter wiﬁ present a
theoretical stance concerned with the confrontation of the reality of

everyday life as a road to understanding the culture of the school.
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CHAPTER THREE

THEORETICAL FRAMEWORK

In this chapter I will look at the premises set ~forth by
sociologists Berger, Douglas, Luckmann and Schutz who. are concerned
with the sociology of everyday life and the common, sense individual -
viewing the world from the natural standpoint. This chapter presents a
theoretical framework wﬁich examines and récognizés the nature and
sources of everyday common sense knowledge and represents the essential

theoretical stance from which the data were analysed.

The Sociology of Everyday Life

Douglas (1980) defines . the sociolog, of everyday life as a

"sociological orientation concerned with the experiencing, observing,

" understanding, describing, analysing, and communicating about people

interacting in concrete situations” (p. 1). To elaborate this
definition further, these "concrete situations" are "natural situations”
as opposed to éxperimenta11; controlled situations. They occur
independently of scientific manipulation. It is important to 1éarh what

people feel, perceive, think and do in these natural situations. The

-researcher begins with the experiehce and observation of people

"interacting in concrete, face-to-face situations" - those situations in
which actors or members are engaged with each other in feeling,
perceiving, thinking and doing things. It is the mundane, everyday

interaction and the knowledge which supports that interaction, that
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concerns the researcher. Above all, the sociology of everyday life is
concerned with the understanding and ana]ysis—of members' meaningé - the
internal experience of the members that js"most relevant to a particular
social interaction. The primary understanding must be from the

standpoint of the members.

The researcher in the sociology of everyday life accepts as subject
metter, the world of conscious experiencet It is accepted that the
world appears as a familiar one consisting of the numerous inputs of
perception in continuous flux. It is the study of thinking, jdeas and
épgnition (Freeman, 1980). |

|
Il

Sociology 1is concerned with the discovery of the nature of social
reality and how it functions through participant-observer research
(Douglas, 1973). The commitment is to maintaining the integrity of the
phenomena - trying to determine and describe the everyday life in all
its properties, as seen by the social actor. The researcher never
assumes to know the meaning of things to the actor but does assume
that determining of meaning will be difficult and prob1ematic; The
‘researcher recognizes too that the actor himse]fvmay find it difffcu]t
to decide on Ehe correct meaning of things, even though these tﬁ?ngs may
be his own ideas and actions. Uncertainty and ambiguity are omnipresent
in any given situation. Qut of this uncertainty, choices are madg,

actions carried out and intentions formulated and modified.

The Natural Attitude

Normally, any social actor takes what phenomenology would call a

natural stance or attitude toward everyday life. The natural attitude

is much like common sense, a natural outgrowth of our routine, mundane

involvement with daily 1life. It dis assumed- as wé go through the
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infinite calendar of daily life activity - playing, loving, making,
creating, suffering, wondering - the daily world in which all these
events go on 1is there. Though our lives are built upon and

structured by this matrix of daily life, the foundation of our mundane
existence remains unrecognized in a conscious way. We exist in alwor1d
of facts and things, a world of values, a world of pragmatism. Much is
accepted as evident and real to us without prior ref1éction.‘ This

everyday life is taken for granted.

Schutz (1962) kaw the reality of everyday life as a subject for
detailed examination so as to render the "taken for granted" the object
of critical 1nspect1on. Certain beliefs vary widely across cultures but

there is also a commonality in the manner in which individuals regard

and address their world. For example, the natural attitude appears to

be a constant feature of processes of interpretation. Freeman (1980)

1

explains:

Regardless of the specific contents of a
perspective, the world it reveals is not without
some structure and consistency. This availability
of an ordered world - so basic to mundane awareness
that it escapes all scrutiny - is the subject matter
of phenomenological investigation. (p. 116)

Schutz (1962) believed the taken for granted everyday world to be

the nuclear presupposition of all the strata of man's reality:

The central and most cunning feature of the taken
for granted everyday world is that it 1is taken
for granted ... we naively assume that this world:
has a history, a past, that it has a future, and
that the rough present in which we find ourselves is
-epistemically given to all normal men in much the
same way. ({p. xxvi)
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That is, the world existed before our birth, was experienced and
interpreted by others - our predecessors - and is now handed down and

given to our experience and interpretation. Schutz explains:

A1l interpretation of this world is based on a stock
of previous experiences, these experiences in the
form of 'knowledge at hand' function as a scheme of

reference. (1962, p. 7)

Things or events become meaningful ﬁo us Ehrough what we already know of
the world. The world is accepted as being a world of more or less well
circumscrfbed objects. It is ]arge]& unquestioned, though is at any
time, questionable. In “other words, we seldom question thése
typifications although we could. This is similar to Sprad]ey's (1975)
idea that the barrier to understanding and apprehending cultural
knowledge is "a permeable one" (p. 32). These usually unquestioned
pre- experiences are typified, that is, they carry ‘open horizons of

anticipated similar experiences (Schutz, 1962).

Teachers typify the doing of art. For example, a large hog bristle
brush may exemp]ify a certain type of art activity. That these types of
materials belong to the larger groub of materials identified with doing
art, may or may not be of importance at a particular moment. It may be
that the presence of a hog bristle brush would signify tempera painting
on large sheets of cream manilla to an art educator, when in fact, to a
particular teacher, one brush may be much like another. The intention
may be to use this brush with small discs of watercolour paint or to
spread g}ue. Actual experience will or will not confirm anticipation of
the typical conformity of this object with associated other objects.
"Iﬁ*genera]" the use of these materials according to previous experienhe

of self and others, implies doing art in a typified way. The particular
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use of a material or tool at a certain time, is distinguishable from all
dther activities which share certain, typical characteristics and
identifying features of appearance and behaviour, because of the
particular and unique biographical situation of the actor/téacher.
Transmitted information such as the appropriate use of hog bristle
brushes and tempera, has a certain historicity and objectivity to it but
its meaning must be fitted into a biographical framework unique1y his or
her own. This brings us to é very important aspect of the phenomena of

everyday ¥ife: biographical situation.

Biography

An individual acting in the social world defines the reality
encountered. The world is transposed into a personal one according to

unique elements of biography. Schutz (1962) writes:

Man finds himself at any moment of his daily 1ife
in a biographically determined situation, that is, a
physical and socio-cultural environment as defined
by him, within which he has his position, not merely
his position in terms of physical space and outer
time or of his status and rule within the social
system but also his moral and ideological position.
To say that this definition of the situation is
biographically determined is to say that is has its
Py history; it 1is the sedimentation of all man's
previous ~experiences, organized in the habitual
possessions of stock of knowledge at hand, and as
such his unique possession, given to him and him
alone. (p. 9)

Evefyday 1ife then, biographically determined and taken for granted is

known as a world shared and understood in common. A teacher works from
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a unique biographical situation with a stock of knowledge at hand which
is familiar and comfortable "until further notice" or until it is
questioned or beomes problematic. She 1is constantly defining and

redefining the reality encountered in accordance with her own "system of

relevances" - those elements among all others contained in such a+*®

situation which are relevant for the purpose at hand (Schutz, 1962).

The Intersubjectivity of Everyday Life and Common Sense Knowledge

Intersubjectivity is taken for granted as a quality of our daily
life. It is taken for granted that we have or can obtain knowledge of

other minds. Everyday life is an intersubjective world of culture:

It is intersubjective because we live among other
men, bound to them through common influence and
work, understanding others and being understood by
them. It is a world of culture because, from the
outset, the world of everyday life is a universe of
significance to us, that is, a texture of meaning
which we have to interpret in order to find our
bearings within it and come to terms with 1it.

(Schutz, 1962, p. 11)
Knowledge of the world is not a private affair but is highly socialized.
Spradley (1975) believes all defininitions of culture "imply a theory
with imp]fcjt assumptions about human beings." He defines culture as
the acquired knowledge that people use %o interpret experience and td
genérate social behaviour, and further elaborates the concept of culture
to be "what people know, the codes and rules that are socially

acquired" (p..5).
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That. "texture of meaning" of which Schutz speaks, originates ‘in
human actions - our own, our contemporaries' and our .predecessors'.
It is this that distinguishes culture from nature. It is socially
derived and acquired. Cultural objects - tools, symbols, language,
artworks - cannot be understood without reference to the human activity
from which they origfnate. School artworks cannot be understood without
direct reference to the activities of the human subjects who broduce
them - the teacher‘and'the students. We are always conscious. of the
historicity of culture which we encounter in customs, routines, and
traditiqns. We cannot fully _understand a tool, a sign or a symbol
without knowing what it stands for in the mind of the person who uses

it. Knowledge always has social relativity.

Everyday life is biographically determined and intersubjectively
taken for granted. Much of it is lived in a routine mundane way,
unquestioned but capable of being questioned. Knowledge of the world is
acquired in a highly socialized way and is used to interpret and give

meaning to what is said and done.

The Socialization of Knowledge

Douglas (1980) tells us that "the pervasiveness of inter-
subjectivity is evident in even the most common ‘p1ace expériencesLL
(p. 122). For example, I write this paper as a solitary undertakiﬁg but
it is not a private one. I recognize'the objects about me as books and
take . it for granted that in consulting them, my understanding of
knowledge will be improved. I take for' granted the intelligibility of
what is written there, howeveﬁ)comp]ex, an& likewise assume that what I
am writing will be intelligible to others. I write with a particular
audience in mind and take for granted that my own and their stock of

knowledge includes knowledge of my situation and its limits. The task
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o% wrfting’this paper is pragmatic in that it i§ dominated by récipé\
knowledge - knowledge 1imitea to \pragmatic competence in routinei
everyday performances. Likewise, a principal may have recipe knowledge
of .what to do to get an exhibit of student work up in aAschoo1 halTway
for a special event. His motive is fhat .he wants a display for a
particular fime and he ﬁeeds only to set the wheels in motion in much

the same way bne does when applying for a magazine subscription or a

credit card. It is not necessary to know how this i$ done once you have

filled out the application form. Interest will only be aroused in the
whole fnner workings of the situation if what is expected fails to
appear - if the situation becomes problematic. Typically, there is
little need or inferestfin going beyond this recipe know]edge in daily
life as long as there are not special problems presented. Therefore,
for a1]‘practica1 purposes., the principal knows how to get the mural

~

done for the hallway.

However, there are several aspects of this socialiized stock of
knowledge which must be considered if we are to take into account that

“the world and our knowledge of it is intersubjectiie in nature.

\

The Structural Socialization of Knowledge’

Schutz (1962) - considers that 1in the natural attitude .of
common sense thfnking in everyday life, we assume (and assume that
others do also) that we exist in the world with intelligent fellow
actors. Objects of the world are either known t% us or knowable by us.
The world of everyday life is a world shared with others, as real td'
them as it is to us. Others may have a perspective on this world that

~is not totally identical with mine, yet 1 know that I can and do live
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with them in a common world and that "there is an ongoing correspondence

between my meanings and their meanings in this world, that we

share a common sense about its reality" (Berger and Luckmann, 1967,

p. 23). It is also taken for granted that the know]edge‘spared by those

who participate in it, 1is a socially derived stock of knowledge.

Through.participation in a stock of knowledge, we can assume and take

for granted that if we were to exchange positions with another, it would
be possible for each to see the Qor]dvas the other does. Freeman (1980)
says: "“The issue is not whether a reciprocity exists but whether it is

believed to exist" (p. 123). Schutz (1962) says of reciprocity:

We assume that both of us have selected and
interpreted the actually or potentially common
objects and their features in an identical manner
or at Tleast ... one sufficieit for all practical
purposes. (n. 12)

There exists, then,"a stock of knowledge shared by members of a group

who share a system of relevances and as. such

it is the origin of the many recipes for

handling things and men in order to come to terms

with typified - situations, of the folkways and

mores .... (p. 13) :
A Lo

It is likely that art educators, as members of an "in group" who
share common systems of relevances; participate in quite.a different
stock of kndw]kdge than .do classroom teachers who do not consider
themselves experts in art education. As Teacher A said: "I'm just a
genera]iSt in art." Implicit in this statement is the acknowledgement
that a teacher is expectedAto operate from multiple Tevels of knowledge.

As Berger,ahd Luckmann (1967) say:

v
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" The social stock of knowledge differentiates

.reality by degrees of familiarity.

It provides
complex and detailed information concerning those
sectors of everyday 1ife with which I must frequently
deal. It provides much more general and imprecise
information on. remoter sectors. (p. 43)

3'1

The world is structured in terms of routines applying under varying sets

of c1rcumstances

"I know what to do" in regard to these everyday life

events Everyday life is dominated by pragmatic motives, that is,
recipe knowledge based on certain taken for granted and shared
assumptions. My stock of knowledge at hand is at any moment of my Tlife

structured as having zones of clarity, distinctiveness and precision. I

may have a lot of knowledge in one small field, that is, I am

an expert

in this small field, but may have no knowledge in many other fields

(Schutz, 1962).

Q

[}
The Social Origin of Knowledge

. My individual knowledge and~ perspective orfginates only partially

within my own persona1 experiences.

‘The major part is socially derived

- handed down to me by my friends, family, teachers and colleagues. The

development of a person's’ knowledge and perspective must “always be

viewed from w1th1n a socio-historical context. To participate in a

society is to share in a stock of knowledge,

learning (Schutz, 1962). This ongoing social interaction with others

allows

us

to both see the world as culture prescribes,

a heritage of accumulated

and to

participate in thai"prescription. This intimate connection ‘between

social existence and intersubjectivity js -fundamental and irresistable.

It is impossible to exist in everyday life without interacting and

vcomﬁhnicating' continually with others. There s an

ongoing

correspondence between their meanings and my meanings, yet these

3l

it
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meanings are shared in a common sense reality in our recognition of the
world. As we internalize society in new contexts and situations, so do

we act upon society. Berger (1963) says:

Society penetrates us as much as it envelopes us.

Our bondage to society is not so much established by
conquest as by collusion ... we are entrapped by our
own social nature. The walls of our imprisonment
were there before we appeared on the scene, but they
are ever rebuilt by ourselves. We are betrayed into
captivity with our own cooperation. (p. 121)

This socio]ogicaltc]austrophobia is not such a negative force as.

Berger's metaphor might imply. This "bondage to society" includes our
way of life, our ways of dealing with the environment, and our efficient
recipes for typifying means and ends. It is everyday life. ft is
not to. be thought of in a threatening, morbid way but should be

acknowledged and recognized in our consciousness as a constant ongoing

process. According to Schutz (1962), "the typifyinq medium par:

exce]lence by which socially derived knowledge 1s transmitted is the
vocabulary and syntax of everyday language" (p. 14). Schutz defines
this eVeryday*@angdage as the vernacular language of named things and
events. Schutz views tﬁﬁs “pre—scientific. vernacular’ with its
inclusive, relevant typifications and aehEralizations, as a "treasure
house of ready -made pre-constitited types andv characteristics, a11
soc1a11y\\ae¢zéed and carrying a]ong an ooen hor1zon of unexp1ored
content” (p. 14). v ' :

_The Social Distribution of KnoW]edge

It is 1impossible to imagine a homogeneous distribution of.

knowledge. We have already considéred the reciprocal intersubjectivity

of what is known and its origins in history and culture. The moment one
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person acquires some knowledge and transmits it to.another, we have to
consider individual objectivation and inte. pretation of that
objectivation. More simply, knowledge is possessed differently by
different individuals and types of individuals. It is not shared
equally with all and there may‘be some knowledge which is shared with no
one. Secrets may be shared with family, but professional knowledge may
not (Berger, Luckman, 1967). It js a fact that the individual does not
know everything known to his‘fe11ow men and vice versa.. The social
distribution of knowledge involves extreme{y QOmp1ex and esoteric
systems of expertise. Some knowledge of how the éocia11y- available
stock of knowledge is distributed is a key element of a personal stock
of knowledge. There is no specifiable point of saturation in the

acquisition ‘and accumulation of knowledge.

Although there is nothing in the structure of knowledge as such
which would oppose the acquisition of knowledge by anyone, there are
ffequent]y institutional barriers to the' acquiSition of some
knowledge, barriers which have to "do with the distribution of power
rather than with the structure of knowledge itself. As Luckmann (1983)
points out: "Knowledge may be made sacred and/or secret, and social
institutions may emerge to restrict knowledge to certain groups or
socially defined social roles" (p. 66). It is possible to consider that
the very groups and formalized societies, such as the Fine Arts Council
and- the Canadfan Society for Education Through Art, set up to propagate
and distribute specialized knowledge about art education, inadvertentiy
do just the reverse. Members choose to belong to these societies and
those who choose to join have already identified themselves as people
with special knowledge and/or. interest in art. General classroom
teachers who are responsible for teaching' art in their own classes, do

not necessarily join these associations nor even know of their
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existence. These societies and their members may in fact, paradoxically
restrict that knowledge to a small -select group of art educators.
Therefore, knowledge about art education and how it should be done may

remain special knowledge and become "common" knowledge to very few.

r

Common Sense and Special Knowledge

Discrepancy ih the evenness and unevenness of the distribution of
knowledge is one way in which common knowledge is distinguishable from
special knowledge. Luckmann (1983) uses the term "general knowledge"
(as odpésed to special knowledge) to mean the common sense form of
knowledge thch is generally distributed in society. That is, common
senée is the central core of general knowledge. It is the knowledge
that allows us to deal with everyday reality in a pragmatic way. Both
common and special knowledge contain explicit knowledge, elementary
ski]is, practical knowledge and recipe¥1ike knowledge of most di verse
conformations. But it should be remembered that "what is common
knowledge in the form of general recipes in one society'may be highly

explicit and fairly symstematic special knowledge in another" (p. 66).

C ommon knowledge consists of ‘typified social objectivation of
sotutions to problems filtered through the interpretive and'experimental
contexts of a unique biography. In a simple society, this uniqueness of
biography is a negligible influence, that is, in a society where there
is -a very simple division of labour and few differences in class
position. However, in a complex society with a highly developed
division of labour and social class, the situation chaﬁges. There is no
common purview: as 506n as social strata are formed around po]ifica],
economiagf™ and cultural factors, the perspectives in which the same
prob1ems‘ are viewed are no longer the same for. all members of the

society. The division of labour results in structurally variable as
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well as structurally similar biographies. *People with similar
interests, attitudes and status cluster together. "The social
transmission of elements of commmon knowledge is modified at least in
part by class 'codes'" (Luckmann, 1983, pp. 67-68). For example, the
common sense knowledge of what is art in the classroom may have as many
interpretations as there are teachers. The teaching of art presents a
common problem to the classroom teacher but the common knowledge
solutions to tﬁe problem become differentiated into separate versions -
generally distributed but in versions determined by specific elements of
historical social structures (Luckmann, 1983). In fact, the problem of
teaching art may not be perceived as a problem by all who participate in
teaching art. It is possible that teaching art is -perceived as
prob1em—freé and undertaken with an "I can do it" attitude in routine
everyday ways. The routine everyday Ways of the classroom teacher may
or may not involve the materials, processes and products recommended by

art educators.

 The problem and some possible 'so1utions have perhaps been
probhetica]ly found by art educators (with special knowledge) in advance
of any general awareness of the problem. One question relevant to this
study is posed by Luckmann: “Under what concrete and empirical

conditions does such specialized knowledge (as that held by art

educators) turn into common knowledge?" (1983, p. 70). Luckmann goes on

to say that certain attitudes embedded in a historically given view of
the world may either aid or hinder the process. It is this historical
gnd traditional embedded attitude within the culture of the school that
determines and identifies school art and its meaning. For Schutz
(1962), meaning resides 1in "intentionality, which transforms an
experience_into something distinct and discrete" (Douglas, 1980, p. 126)
- it must always refer to the intentional activities of the human
subject. It is impossible to understand school art and its meaning to

those who create it, without understanding the intention behind it.

35



It would seem then, ir light of social theories of everyday life
and common sense knowledge, it is important ‘to. attempt to apprehend and
understand the common sense knowledge of the classroom teacher teaching

art, rather than to merely take a distanced stance and criticize what is

being done.

Chapter Three has presented a theoretical framework which deals
with the nature and source of common sense knowledge in everyday 1ife.
It is frbm this theoretical stance that the data were examined. Chapter
Four will describe the design of the study and the rationale behind-the

methodology used in the collection of the data.
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CHAPTER FOUR

DESIGN OF THE STUDY

Chapter Four describes further the rationale behind the methodology
used in the conceptualization of this study and in the collection and
analysis of the data. The design of the study js outlined and the
setting in which the study took place is déscribed. The two teachers
who participated in the study will be referred to as Teacher A and

Teacher B.

Procedure: An Ethnographic Framework

The purpose of this study is heuristic in nature; it is an attempt
to discover the culture which produces school art. I hope to gain an
understanding of the teacher's knowledge of the nature of art as it is
practised and taught in an elementary classroom. The focus of the
study is the classroom teacher as practitioner, working within her own

theoretical and common sense framework of knowledge:

¢

The common sense world, then, is the arena of social
action, within it men come into relationships with
each other and try to come to terms with each other
as well as with themselves. A1l of this, however,
is typically taken for -granted and this means
that these structures. of daily 1life are not
themselves recognized or appreciated formally by
common sense. ‘(Natanson, 1962, p. xxvii)
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- The reality within which one lives and works while teaching art in
a classroom s acted. upon and interpreted through a composite of
implicit typifications. Explication and understanding of these
interwoven facts in the cultural fabric can only be achieved by the
researcher through making the taken for granted the object of critical
observétion. But observation in itself is not enough; simple counting,
cataloguing, or correlating provides only the raw ~materials of
understanding. To arrive at any deep level of understanding, these data
must be‘intérpreted in a disciplined way, with the full realization that
there is more than one frame of reference from which society can be
examined. For example, through observation, the collection of artifacts
(examples of school art), and the noting of obvious texts and journals
of reference, 1 would know what a teacher does as an art lesson but
I could not know or understand what the teacher thinks abouq what 1is

being done nor the association with certain cultural and personal

values.

If we were-to look at the teaching.of art as a game, it must be
remembered that the particular gahe'under scrutiny, represents only one
way of playing. Berger (1962) reminds us: "Theré are many ways .of
playing. The point is not that one denies other people's games but one
is clear about the rules of one's own" (p. 17). That is to say, the
researcher must be aware of the rule; and methodology being used and
remain conscious of the goal - the attempt to understand. The interest
is in understanding for its own sake. The researcher in such a
situation is always aware of the possible applicability or implication
of particular findings, but must make a sincere and concerted effort to
leave personal values and belief systems behind dnd go into the field
with the intention of seeking out another persoh'sx point of view.

Ethnographic techniques offer a way to do this.
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Ethnographic Techniques

The term "ethnography" refers to the task of describing a culture.
True ethnographic description .can only be constructed by. tapping the

knowledge of the subjects under study. Spradley (1975) says:

Ethnography is akin to the work of cryptographers
who seek to decipher codes. They make observations,
but their goal is to discover hidden meanings behind
what they see, to crack the code that other people
are using. (p. 46)

Codes and rules are socially acquir@d - they represent what people
must know in order to do what they do (Spradley, 1975). The concept of
culture espoused. in this study is essentially a semiotic one in that
"... a sign is any object or event that represents or refers to
something, ... a symbol is any object or event that has been assigned
meaning" (1975, p. 20). The "events" that go on and comprise an art
class represent school art in a p%rticu1ar sett%ng. The products
produced during these events have special meaning to those who make them
and to those who cause them.to bé made. For example, one teacher in
this study frequently referred to art products as "kinds of things" or
she would say "the thing with wax crayons." She spoke of the .activity
one child was involved in, as "more of a free, art sort of thing where
he was just making colours work for themselves and that sort of thing."
It is this assigned, assumed and taken for granted‘meaning that concerns
this study. This teacher assumed or took for granted that I would know
what she meant. She assumed we shared a common stock of know]edgg:
When teachers speak of doing art "things" they objectify the activity
and use the word in such a way that it is fraught with facit meaning

which must bé apprehended.

L
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Spradley (1975) emphasizes the important assumption implied in
his definition of culture when he says that "... human experience and
behaviour are largely products of symbolic meaning systems" ({(p. 5).
This idea of culture being acquired know]edgé relates to Luckmann's view
when he states that much of the common sense is socially derived and
further, that the process of derivation also "“presupposes intentional
activities on the part of the recipient, just as the individual's social
stock of knowledge itself is origfna11y built up ~and consequently
maintained in intentional activities" (1983, p. 59). These points Will
be: expanded in Chapter Five. Geertz (1973) explains his -concept of

culture and knowledge:

. man is an animal suspended in webs of ‘signifi-
cance he himself has spun, [ take cflture to be
those webs, and the analysis of it to be therefore
not an experimental science in search of law but an
interpretive one in search of meaning. It is
explication 1 am after. (p. 5) '

To understand what is going on within those "webs of significance",
it is necessary for the researcher to be part of the experience.

Acéording to Geertz (1976)¥-ethnographic methodo]bgy is based on
"thick description - that is, a great deal must go into ethnographic
description, beyond the literal." The images presented as ethnograph: .
description ‘are full of “piled-up structuresr of inference and
imp1"catibn through which an ethnographer is continually trying to pic%
his way" {pp. 7-8). Ethnography is an attempt to gain a deep under-
standing of the constructéd social reality of the everyday world, to go
beyond superficial appearances and discover -the subjects' -meanings,
motives and rules which underlie what is-observed.  This is not to deny

the reality of existing conflicts within those structures, or as
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Jagodzinski (1982) extrapolates on Schutz' notion of multiple realities:

"Consciousness can accommodate the contradictions, paradoxes, ambi-
guities of daily life" (p. 6). Ethnographic methodology takes into
account the fact that teaching and 1learning take place within a

setting and cannot be divorced from cultural context. 4

In support of this method of research, McCall and Simmons {1969)

‘ |
consider the data rich and direct and that the method "allows real study
of “social processes and complex interdependencies in social system"

(p. 2). Rist says of the origins of this type of methodology:

1
»

Weber's concept of Verstehen (intuitive under-
standing of social phenomena) has served as one of
the cornerstones to this approach, an approach
emphasizing the understanding of human behaviour
from the actor's frame of reference. Of concern is
always the question of how the world is experienced.
A variation on this view found its expression in the
work of Husserl, who challenged the notion that
there was a clear separation between knower and
known. "Knowing" was not passive, but actively
involved the individual in appropriating the objects
of knowledge. (1979, p. 19)

There 1s a need for the researcher to attempt to take on the role of
the subject in order to gain an "inner understanding," enabling a
"comprehension of human behaviour, in greater depth than is possible
from the study of surface behaviour, from paper and pencil tests, and

from standardized interviews" (1979, p. 20).

If the researcher were to merely observe objects and activities in

art class, what would she make of a twisted coat hangek and assorted
balls of yarn seF out upon the desks of children? Since the ultimate

- purpose of this study is understanding and explication, it is important
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to undenstand "the framework within which the subjects interpret their
_thoughts, feelings and actions" (Wilson, 1977, pp. 245-246). To return
to the situation in the classroom, the children were shown a small, yarn
pom-pom covered pood]e' dog. They weré told that this was to be a
"Mother's Day gift" and the researcher was told "they have to have
something." What did this mean? Upon further questioning, Teacher A
of.f‘ered a reason that was socially explicable when considered in
cbntext: . "The ch‘ﬂdren take it for granted, they sort of expect a
. Mother's Day thing." When questioned further, the teacher explained
that she herself, the child and the child's mother h_e1d the social
expectation that something would be made in art for Mother's Day.
Looking ,c]oée]y at that bit of acquired knowledge is a way of'hel'ping to
explain how human beings interact with one another in a shared
experience, how they exchange infor;nation to estab.h'sh a common
significance and come to the formulation of exph‘citw and implicit rules
for doing what they do, in this case - art. Mother's Day as a social
and cultural event must be recognized, acknowledged and celebrated in

art.

In the c1§ssroom, when children do art, their experiences with
materials and processes are for the most part, products:of symbolic
meaning sys -ms. They are essentially items which take on and embody
social value a,nd meaning to those involved in their making - the teacher
and the students. To understand the experience and the behaviour, it is
necessary to discovevr the assigned meaning behind them.  Teacher A
thought the .m-pom ‘dogs “would be cute - rﬁy sister did them with a
senior citizer ' craft centre and showed me how." But not only were the
senior citizéns, the sistér, the children and the teacher involved in

this decision and plan but so was the husband of the teacher. He had

spe-t three. hours the evening before, straightening and twisting the

4?2
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coat hangers into armatures. Wire is an appropriate art material but
not for children of this age. Why did the teacher use yarn? “There's
always lots in the supply cupboard." Why coat.hangers?' Because "they
are always available - there are always lots of them." So it seems that
much of what is experienced as art in school is conceptual, that

. is, there 1is some general -notion of what should be done, a set of

expectations on the part of those actually involved and other unseen.

pragmatic choices according to what kinds-of resources, materials . and

human, are available. What is important and ihteresting here, is that
the plans for one project in classroom art, involved so many other
factors and influences which could not have been apprehended through

pure observation.

In view of the complexity of the task of discovering what goes on

in a classroom during an art lesson, several techniques are necessary.

The researcher needs methods which encompass a "charactericstic blend or -

combination of methods and techniques" suitable to the study of certain

types of subject matter, and involving

some amount of genuinely social interaction in
the field with the subjects of the study, some
direct observation of ‘relevant events, some formal
and a great deal of informal interviewing, some
systematic counting, some collection of documents
and artifacts, and open-endedness in the directions
the study takes.

(McCall and Simmons, 1969, p. 1)

A1l of t° - techniques mentioned were utilized in this study.
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. Procedure

This study was undertaken through participant-observation in the
%ie1d. The researcher was present as a participant-observer for all
-art Tlessons 1ni€iated by two cooperating teachers in two different
- elementary schools. The teachers involved in this study were not art
..specia1ists; that is, -they ' taught on1y their own classroom art.
Inferences were drawn “not only from what was observed but also from
numerous verbal reports by the members. Data were collected through the
keeping of a dai]y log of events in which such -information as materials
and organization was noted. A1l art lessons, including initial
introductions; instructions and verbal interaction throughout the
lessons, ‘%ere audio-taped in their entirety, as were subsequent
discussions, interyiews, questions and answers. In this way, the
researchér was ab]e-to keep a record of what was observable and of Whaf
had gone on, as well as of reports and reflections after the event. The
interest was focused not only on the facts of the incidents but on what
the incidents revea1éd of "the perceptions, the motivations, the world
of meaning of the informant ..." (Zelditch, 1969, p. 8).  Casual

spontaneous discussions and interviews were taped, as well as more

formal interviews where questions which had arisen from the previous
day's activities wefe asked. The re v="cher'participated fully in all
classes, acting as an aide to the teachers under their direction.

The data gathering involved a series of simu]taneous‘steps ;ather
than purely 'sequent1a1, in that, one déy's data might generate the
questions for the following day's interviewse and discussions. What

Strauss (1969) calls a "workable set of relationships" was established.



NG

The Setting

Two elementary school classrooms comprised the formal setting for.

the collection of data. The classroom teachers in both cases taught all

the art for their own classes.

'Enfry to the Field

It is necessary to estab]i#hlgontact, develop rapport, and maintain
afworking relationship with the people in whose lives the researcher is
'participating (Spradley, 1975). In one case, I had been a visitor to
) this e]ementary school whi]e working on another project.' I approached

"one of the teachers with whom I had had most contact. This teacher did

not want to participate in the study, but suggested I ask Teacher A who

was identified as "the one with all the ideas in art." Teacher A was .

very willing and cooperative and agreed, readily to participate "if she

could "be'he1pfu1" to me.

Teacher B was recommended “by a ~mutual friend as a possible
participant who would be willing to take part‘in.research. She agreed.
Neither teacher waé known personally to me before the study was
-undertaken. Both teachers understood that I would be observing and
participating in all their art classes to “the degree that was
comfortable for them. 1 did not teach, but assisted the: classroom
teachers in any way they saw fit, such as in the distribution of
materials, assistance to students, setting up and cleaning up.
Permission.was‘granted by the Edmonton Public School Board through Field

Services, University of Alberta. . .
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Time Frame

A schedule was established for both settings and followed
throughout the research time from April 15, 1983 to June 16 1983. I
spent all afternoon sessions from 1:00 p.m. to 3 30 p.m. w1th one or the
other of the two teachers. 1 was present for all formal art lessons and
any integrated lessons using art-like materfa1s and processes. If
anything relevant or ‘useful to the study was- happening, other than what
‘had prev1ous1y been scheduled, both teachers called me and gave me the
opt1on of participating. ’ Audio-taped and noted discussions and
1nterv1ews took place during: lessons, at 1unch and recess breaks and in
after-school sessions. A log was kept throughout the period of
research. ‘A11 discussions and 1essons were entirely taped, and then
were transcribed verbatim for further examination. From one day's

audio—tapes and notes came the following day's questions.

In the chapter to follow, I-will present an analysis of the, data

a

using exenp1ary episodes and quotations from the data.
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CHAPTER FIVE

ANALYSIS OF THE DATA

" The intent of this chapter is to present an analysis of the dqta in
such a way as to disclose situational meanings of processes and
mgﬁeria]s chosen by a teacher. I will use the data in an expository way
to view the everyday reality of teaching art in a classroom and to
examine the objects of common sense thinging which -comprise that
reality. Paramoﬁnt to this study is the discovery and understanding of
the knowledge that guides conduct in everyday life and enables a teacher
to "do" art with her students. 1 am concerned with a teacher's legiti-
mation of the choices and degisionsvshe makes with regard fo materials
and processes, and how her bioéfaphica] situation and social stock of
knowledge contribute to that legitimation. I am attempting to under-
stand a teacher's intentionality and explication of acts as revealed in
her own words. A sincere attempt to be objecéive underlies the
interpretation of the data, but as pure objectivity is not always
possible, I have tried to be fair and accurate. . A‘}eséarcher cannot
- perceive precisely whai her informants perceive but caﬁ seek to
interpret and under@F:1c * o0 searching out and qna1ysing works,
images, institutions =zrc ~iviours “he informant's own ‘terms

(Geertz, 1973).

S
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A Note on the Setting

Both Teacher A and Teacher B taught only their own classroom art in

the classroom. That is, they were not respénsib]e for teaching the art

for any other class of children and they did not use an Art Room

facility, except in one case with Teacher B. Teacher A's classroom had
a sink, cupboard, counter and éhe]ves at the back of the room, where
most art supplies were clustered and prepared. Teacher B did not have a
sink in the classroom, but did ha?e a long counter and two work tables
on which supplies were usually set. On the one pccasion where the
Art/Science Room was used, it was because tempera paint and brushes were
in.use. Both teachers utilized display space in the classroom and in

the hallway close to their c1assrqoms.

Art in the Classroom: An Everyday Reality

)
Everyday life is a world of daily, familiar, routine action. As a
teacher goes about her daily ordinary iife in the classroom, she does

not question the fundamental order or structure of that world. Teaching

art is one of the common, ordinary activities in which she is routinely -

engaged. The fundamental aspects of her 1ife there are usually
unquestioned but are questionable. In common sense wpveryday
thinking, the teacher constructs a world of interrelated facts and
actions containing elements deemed.to be relevant for the purpose at
hand - teaching art. To carry on life as usual, it is necessary for the
teacher and the researcher to have knowledge of what is done. When

Teacher A says:

I didn't do Eskimos last year. The year before I
did Eskimos. 1 used charcoal the year before with
Eskimos ... so I've done the Eskimo sculpture with
charcoal and that's beautiful.

~
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She takes for granted that she and I, the researcher, share many
common assumptions: 1 will know what she means when she speaks of
"doing" Eskimos; I will know that the children did not sculpt with
charcoal, but rather drew pictures of the sculptures as still life; I
will know that when she says "l did Eskimos", that she means she did a
unit of study On Eskimos with her students; even more, she assumes that
I know that teachers "do" Eskimos as a unit of study - a Social Studies
unit and as such, the theme "Eskimos" is an appropriate choice when
related to art processes. So in the phrase "I did Eskimos" is implicit
a shared set of objectivations. Schutz (1962) calls, this "the natural
sttitude of common sense thinking in daily life" (p. 11). ‘That is, the
teacher takes it for granted that the objects of the .world are
accessible to my know1edge, either known by me or knowable by me.
However, although theré may exist differences in  individual
perspectives, common sense thinking overcomes these differences and she
and 1 are able to discuss “doing" Eskimos or any number of art themes
with impunity and 1ittle difficulty. As soon as Teacher A talked of
"doing"'Eskimos, she spoke of materials: "I used charcoal last year."

Art educators and classroom teachers alike take it for granted that the

. use of a varity of materials is important and desirable in teaching art

in school. A reciprocity of perspectives js taken for granted in that

the mere mention of material such as "charcoal" will be understood and

accepted as an art material.

i

Art Materials and Processes as Everyday Life

A large variety of materials were present and observable in both

classrooms involved in this study, and many more were alluded to and

“described. . There appears to be a firm belief in the need for highly

varied and unusual materials, - the need to seek and find something

different to use or make. It could be said that varied and interesting
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materials are part of the "intrinsic character" of the reality of
everyday life in a classroom where art is being taught (Berger,
Luckmann, 1966). The reality of teaching art in a classroom is
presented as everyday life interpreted by teachers and mean1ngfu1 to
them. Part of the everyday reality of art in school includes a choice
of materials and the processes by which they are used. To speak of art
in school is to speak of materials and processes. For example, Teacher
A talked to me about her plan for an upcoming art project during an
after-school discussion about choosing materials: "I'm going to do that
frog one (project) because it's a different kind of art." She had
just described a project involving folding paper into a frog shape. She
explained that it was something she hadn't done before but it had

appealed to her when her daughter-in-law, also a teacher, had told her

about the idea: "That's the first time I have done it. Karen (her
daughter-in-law) gave me those things ... her kids Toved it." 1 asked
about the children: "How old were they?" Teacher A replied: ?

They were grade twos. Then she (Karen) went on to
do a lesson with them where they actually drew a
frog and made a pond and where they. talked about
them in Qﬁf ponds and I think they bhad a little
nature wa but then again I think she was
relating it. g '

\
Teacher A appeared to abide by'an unwritten but understood rule\yhich
says that art materiais and projects must be varied and new. She
expressed a need to vary the materials often in order to "keep the kids
interested.” Teacher A fulfilled this need by constantly looking for
new ideas and appeared always interested in finding something new to do,\

such as the folded frog idea from her daughter-in-law.

On another afternoon during the lunch hour, Teacher A was preparing

for the art class. As she was putting out materials, she said:
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I've got to figure out the animals (for a paper
carousel) with maybe a sponge or something ... I
need to try one and just see ... so that the animals
are more than just cut'em out and colour.

Her search for the right solution to doing the animals was an
extrapolation from an implied rule that says you must use new materials
and methods. Even though the carousel project was something she had
done several times in past years, she felt a need to update and modify

it somewhat.

Teacher B'was setting up for a fabric crayon project one noon hour,
when I asked her about her choice of boot cloth as the material for this
particular project. She said she had found that there were three types
of fabrics already in the school Qhén she started there. She had 1ooked

in the supply cupboard:

When I went in, there were three kinds and this was
the lightest weight out of all of it and I thought
gee it would be better for them to work on than any
of the heavier ones. I don't think I've still got
their stitchery things. We actually did - I taught
them how to do the cross stitch and the running
stitch on burlap and that's all the kind of fabric
work that I've got to do - oh we did weaving also.

The fact that there was available fabric in the school provided.the idea
for the fabric work. This is an example of the way the means -'the
fabrics - provide for the ends. Teacher B spoke of other materials she

“had_ used before finding the fabric and the contingencies which- had
influenced Ter—choices: |

Having come to the school in December, it was really
awkward because I was trying to put together two
classrooms of kids and the problem was that one
teacher had a split 4/5 and another teacher had a
split 3/4 and they were doing totally different art
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things than what I was doing plus it was Christmas
so I had to get rid of all the Christmas sort of
stuff and then start from scratch. We've done
pencil and crayon work ... they did a wax paper
mobile.

She explained that the process for thé mobile mentioned 1in this
discussion, had involved putting wax crayon shavings in between sheets
of wax paper and ironing over it, then giving the children "trqcers of
spring sorts of shapés like kites and bees." In this short episode
~ concerned with materials, mény assumptions are implicit. Teaching art
in.schoo1 is highly personal. Teachers have their own art repertoires
~as evidenced by the remark "They were doing totally different art things
thah what I was doing." Pragmatism often influences choices: old
crayons had been used up for the crayon shaving wax paper mobile. It is
accepted custom that art will be done around seasonal themes: the
“Christmas sort of stuff" and "spring sorts of shapes like kites and
bees.” Cultural customs such as "Christmas" and "Spring", as themes for

art lessons, are acknowledged.

The rule that éa&s.c1ay should be an included material in—an art

- programme was implicit in what Teacher B said concerning clay as an art
material: "Clay we haven't touched because we don't have clay here -
all the clay that we've got is hard." Teacher B and the anonymous
person who had ordered tﬁé clay for the school (it was in the school
when Teacher B arrived) were acknow1edging clay as an appropriate art
material for the e1émehtary school. This teacher shared information on
clay with me in such a way that it was obvious she took it for granted
that clay is a known material and one that would usually be inc1udedrin
an art programme, certainly in hers. Imp1icit is the understanding that
we will agree on the significance of "clay." However, because all the’
clay in the school was hard and had never ‘been used, thi§ rule was

either not known or ignored by other teachers in this particular séhod1.



Yet even if Teacher B had been talking to another teacher who did not
"do" clay and not to me, there is a mutuality implied in the dialogue
here in that Teacher B took it for granted that both she and I shared a
common system of relevances, sufficiently congruent in structure and
content for the practica]lpurpose at hand - the discussion of "doing
c1ay"' in a classroom. Schutz (1962) terms this phenomenon "the
reciprocity of perspectives" (pp. 11-13), a construct of common sense
thinking which characterizes the intersubjective nature of daily 1ife.
It is possible too fhat Teacher B was unconsciously recognizing or
paying obeisance to the recommendation put forih by art educators that a
good art programme includes work with clay. However, Teacher~A also
spoke of working with c1;y and told of liking to "do clay" at least once
during the year. But Teacher A's interpretation of the rule (you should
" do c1éy) was somewhat different than that of Teacher B. Teacher A had
| the children roll out clay and then cut Christmas cookie cutter shapes
" which were then dried, fired, g]azed and assembled into a mobile. The
end product of this clay experience was controlled and preplanned. The
purpose of the activity was to make a Christmas mobile - the clay was
the vehicle or the means to this end. In the vernacular of art
" education, clay is a known and indigenous term but-~one that is highly
subject to individual interpretation as to what "clay" means. For the
purpose at hand (originally mine, now shared) - that is, the discussion
of art materials - the differences in perspectives are irrelevant until
counterevidence is indicated. Had I as an art educator tc n issue with
one or the other teacher's interpretation of "doing clay", the
discussion hight have become problematic. But for the purpose at hand,
it could be taken.for granted by all of us, that we shared an inter-
changeability of viewpoints and congruent relevances (Schutz, 1962). We
all knew what was being discussed, and were satisfied that art was being

"done."
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To look at the two interpretations of what "doing clay" in schoo!l
meant, certain aspects of what Schutz calls "biographical situation”
come to mind. TheAbiographica1 situation of a teacher allows for an
fnterpretation of the rule which says art in school must include work in

clay. Teacher B explained what she liked to do with the material:

T: The pottery that I used to do - I haven't done it
: this year. ‘

R: Was the first time you did pottery at University?

T: No, because I had done pottery and that before on my
own. . We did a lot of pottery because the school
that I was at had a pottery wheel and so I could pot
so I used to teach the kids to pot ... they threw on
the wheel and that.

R: Do you hand-build too?

T: Yeah ... what I would do was I'd build my sixes up
to the point where they would have a free proaect
and another project to do at the same time and 1'd -
take one out of the group and I'd teach them and I
would go through ... maybe four kids in an hour and
a half's lesson and 1'd do them on the wheel while
the others were all working and they all got a turn
doing the wheel thing and then we'd do thé. glazing:
and firing and that. We'd do it all together. So I
used to do a lot of it.

Teacher B, being a leisure-time potter, used clay in the)schoo1 in
traditional hand-building and wheel methods, much as she used these
methods in her own work. Teacher A, not being a potter, nor having' any
special skills or interest in the medium, found a way to include clay in
her programming which fit the system of relevances she upheld and
coincided with her ‘biographical expectations. Even though we speak of
art materials and how théy are used in a takep for granted way, it is
impossible to ignore the many and varied components of common sense
. thinking which contribute to the way - individuals carry out and give
meaning to materials and§163the1r daily 1ife.
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Teacher B spoke of an upcoming camping trip where the crafts would

be done by another teacher and a parent:

[ have a mother that's doing a nature place mat
where we're going to laminate the things that
they're going to find into a place mat ... and a
weaving thing where they'11 make one of those belts.

| .
Again, the use of the vernacular was evident and the implied assumption
was that I would know what was meant.by "I have a mother ..." (not her

own mother but one of the student's parents) or the term "weaving."

It was assumed that some shared meaning of the term “thing“ would
-.be acknowledged. "Thing" was a term frequently-used to refer to an art
project or product. In the .classrooms observed for this study, ail art
lessons inc]ﬁded the making of a product referred to as "thing." The
term "thing” stood on behalf of the anticipated product. Subjective
reality is constantly modified and reconstructed through interpretation
- (Berger, Luckmann, 1967). This interpretational reconstruction ié more
implicit than explicit. The "weaving thing" referred to was explicitly
a belt, yet the use of the term "thing" implies an open-endedness to the
project, more in keeping with the idea of creative undertaking usually
implicit in talking aboﬁt art projects. That is, the resu]taht product
will realize its meaning beyond "thing" only when the context gives it

meaning.

In conclusion, both Teachers A and B talked about the utilization
of a wide variety of materials uwith which to teach and make art.
Feldman (1970) recognizes the pressure on the teacher "to introduce
pupils to the newest and latest media, materials, and techniques" and
writes that teachers feel an obligation to include new media and
processes in their programmes in arder to be "up to date" (pp. 159-160).

To speak of art in a classroom is to speak of materials which will
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result in a product or a "thing." This necessitates a process. It
appeared that projects in art involved process as a means to an end.
For example, in.a lesson which irivolved the drawing of birch trees, the

teacher knew she wanted to do something with a birch tree because of a

song about birch trees the children had . sung. She also had lots of.

birch bark from her lake cottage. What she was éearching for was a
means to do this and she chose charcoal as the means to an end - a

charcoal drawing of birch trees..

In the case of some verm1qu11te 1ef 13¢he classroom from a

planting prOJect ~it was treated. as a m nd but the teacher
wa$ not certain of the end. She consadéj, : B
naterial was there and she would™ th{p g 4
considered using the vermiculite-in-a cojTa th tﬁéﬁcharcoal drawings

"for rocks on the shore ... if I had more timeﬁ“.ASo it seemed that much

of the art programme was planned through the search for the appropriate

‘materials for a particular product, or for the right product to use

certain materiats.

Materials and Procedures: Organization and Distribution

2

The way a teacher chooses to organize art materials and the use of

these materials, may influence the choices made in the classroom. The

use of a variety of materials and. tools necessitates some way of .

thinking about - their organizagion and distrjbution; During a lesson
which involved folding a green cgnstruction paper square into a frog
shape, the children had followed directions for folding and then waited
while the teacher and I went around to staple the folds: “"Cut it out.
Now get those two cut out ... put your hand up and Raffaella will staple
them for you but you must” be in your desk this time. In your desk."

And again, a few moments later, "Quick because we haven't got much time
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so get rolling it. You put your hand up and then we'll staple it for
you." This incident prompted me to ask about what materials and tools
the children kept in thelr désks or which were accessible to them. I
specifically asked if they had their own g]ue. Teacher A replied:
"With glue it's slow too. Stapling fis faster."

<

Later she said (about the time taken for the folding project):
"Gee, that's a long time for what?" I commented, "So you feel
pressured with time?" and she said again, in talking about how the
lesson had ‘gone: "Well, I think if we would have had time ... don't you
think so? It was good enough ...“ I asked, "Do the children have their
own equipment? What do they have to supp]y for themselves and keep in
their desks to have ready?" I was 1ook1ng for some explanation of the

srganization of materials or procedures used:

T: I used to keep the scissors in their desks all the
time but then I have somebody like Sarah ... the
school supplies everything. The children don't have
to buy anything at all. We are not even allowed to
collect money for buying art supplies. But I can
ask them to bring things from home if they have
them. '

R: So are they expected to Tlook after a pair of
scissors in their desks?

T: Yes, but do they? They used to be in their—desks;
somebody having three pairs and somebody else not
having any and they were always shouting "I haven't
got scissors.” SO f1na11y I said "0.K. we will have
to put them in the box." The glue I don't keep in
their desk most times. But I would say grade ones
probably not - grade twos, yes. The|g1ue - 1 give
them one bottle of glue 'at the beginning of the
year. -The grade twos have rulJers. They all have
pencils. They get pencils once a month, they get
the. erasers once in a while and they have all had

crayons.
.//
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R: Do they have little bags or anything any more like
pencil cases?

T: Well they are told at the beginning of the year ...
yes at the beginning of the year w 've had kids
bring chocolate boxes but I “think kids ... they
don't look after them that we]] I think it is
because they don't have to buy them themselves. And
they. are all the same.

. . ¥
This discussion pointed to the teacher's understanding that children do.

not always take care of materials and that can be problematic for a
teacher. I saw this as a way of justifying in retrospect her procedures

in organizing materials. She also said:

But when I had just straight grade ones, (as opposed
to a split class) everybody had a box of oil pastels
and that was theirs ... it works better when you
have a smaller class. It's a numbers game. And
Jike I said there are some kids in here that are
just not very nice kids. '

Again, the teacher justified her way of doing things by pointing out the
large classes and the type of children with which she had to dea%.

e

In Teacher B's class, independent - use and proficiency with

materials was very much‘ expected and encouraged, ~as was the
responsibi]ity for the care of those materials. Teacher B appeared to
view the practice of encouraging independence in all areas as something
she was obligated to do for the ch11dren, for their benef1t and hers:

o

I guess what I 1ike to try and do is teach them what
I ca11 work study skills regardless of whether
you re doing a painting or writing a report or
.you're doing a math game - that you respect other
people's rights and~y0u respect their space and the
work area that you're working in and the materials
that you're . working - with are Jjust as valuable.
whether it be a game, paintbrush or whatever. And
being able to clean up in the -sense that I'11 do
a certain amount but everybody works

58



Th1s teacher went on to say that what she felt was important was to give

the guidance necessary to lead to 1ndependence so that "f1rst of all
they're not fearful of do1ng it - it's something that they become more

familiar and comfortable with and secondly, that they learn a little bit

of respons1b111ty. ~ Her children look after material because 1t is
their job too, not only hers. She said her attitude was You
did it so you suffer the consequencesﬂ'- So if these children "mess .

up" or Tlose their. paintbox, that could be a major problem for them,
but not for the teacher. In her words: "you can't paint. if you don't

have paints."

»

According to Schutz (1962), a person's actions take place within a

'""b1ograph1ca11y determined s1tuat1on This biographically determined
situation 1nc1ude< poss1b111t1es of pract1ca1 or theoretica] act%vities
‘which canbe called the “purpose ht,hand" which in turn can define
e1ements contained in the s1tutat1on “which are relevant for this
purpose. However, Schutz says actuaz experience will or will not
confirm one's antic1pat1on of the typical conformity of one set?of
expectations with anothek”f So even though both teachers in this, study
might say they have the expectat1on of work1ng towards independence.and
competency with their studénts 1nd1v1dua1 expectat1ons, actua1 or
. projected, influence greatly the way they choose to come to terms with

art materials, their use and d1strﬁbut1on. B1ography determ1ned how

they Saw themselves 11v1ng up to expectat1ons Both the children and

the teachers worked in their own b1ograph1ca1 context wherein the

f

children did not see the significance of having their own mater1a1s on

o~

hand and the teacher d1d not have thetexpectat1on -that they wou1d

4 f'
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.Choice of Materials As Control of Product

'

With both teachers in this study, the choices made 'regarding
materials and processes were usually made with a product in mind.
Materials were a means to an end, or there was a bpreconceived end

whereby materﬁa1s were selected as a means. I brought up the point of

the apparent importance of product: "Do you think completing the

product is important?"’ Teacher A replied: "Yes, I think so," and later

G

e]aborafed:

"But I think, and when I say this I am not being
critical but. do you give kids.-(pause) Like R (a
colleague) did a Father's Day lesson. The kids just

"had wood, had” saws, a hammer and nails and go ahea
They did that all afternoon on their own. So ycu

. . _ended up that some people had-a product, had a ve-y

* .. good product, others didn't even finish. You see, I

~ “don't work that way now and I don't know whether you
“would or not. To me, I Wwould talk about all

o different k' .ds of things you could make ... like
..  with Heidi - Heidi decided she was going to do a van

.+ - because they have a van. . Now are.you going to glue

a van with pieces of wood together? She ended up -
she had nothing. Now when I say this’l am not being: -
critical, I am just sort of.saying I look at it and

I say to myself, how can you have one child go home
without a Father's Day gift?~ ‘

v
-

. 1 wondered aJoud;hpW’thTS could havé been avoided and Teacher A went on:

N "Ir . .
d.j"

T: - ?ing iqu@ﬁ ﬁere go1ng "to see that they were going to

e won't:’ ‘be . strong -enough to ho]d “that . many

the
s1de§ aqd what arefyou do1ng with it.' Somehow or e
othepﬁf%%.r1ght to’' begin with, if you -got what are .. -
" you g¢o6ing ‘to do- from. everybody, or what would youug*
11ke to do? There you get Tots of ideas ... ke

’R:-f‘And then you ta1k about whether it's pract1ca1 w1th
-~ that mater131?" : , S

<L
4 4 B B
e

’igg? ¥ou- -would’ probably have said, "well, look i
g i
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T: That's what I am saying. Whatever you call that
kind of background, I don't care what kind of a
lesson you have, in order to do it well, you have to
try to get them so that you can stretch them at all
different levels but getting a product, a product
from everybody at all different levels.

'R:"u%Why 1s ;hat important?

P TR We?tn ... would you go home wjth a vory good self .
’ ‘éﬁ\toneept everytime that you.never, completed the art?
b‘“g'f,--- suppose the neaohbour S . chi]d goes home and -
. shows somethrng and, thaﬁ-people ar%' having tea -
. together. One S got a peruct and the other k1d has °
> nothing.. T R PO

g

o e ' JQ' R
This vather extens1ve ep1sode 115 presented as an examp1e of how a

teacher 1eg7t1mates and exp11cates her. choice of ru]es.‘ The ru]e is

f“that everv/ch11d shou]d have a product at the end of an art 1esson The.

reason,for this is given to psychology .- "Would you go home with a very
good self concept .everytime ..." - and to perceived social expectations
- the neighbour's child has a Father' S Day g]ft an art\iesson product)
' and "the other kid has noth1ng o -

The firm-be)ieﬁ,utteréd~by this teacher, that "you complete what .

you start" appeared to influence an orientation toward a product. This
orientation toward comp]eted products appears to be culturally’ felt by
the teacher. This was. indicated by the following exerpts from a

discussion in.which Teacher A and I were ta1k1ng about the att1tudes -

ch?]dren have toward art by the time they reach Jun1or high school, a
topic brought up by the teacher '

oy

"Ry we11, I wonder’what’ happens to art?  If after six
"~ years of elementary school, kids have art at Veast :
once a week and then ...

Tro 1 thinkithey can't hack the other things - options,
like French,: because they do “definitely take a
commi tment 7. ' R

9 - ’ - .o %)
“ PR e I - L I

S04}
b

.
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R: And art doesn't take a commitment?

T:. Well, if you really want to follow through to a
product. Yes. But if you want to jus’ wuf oft

(and later

Lynne (a student) is quite artistic, bui everything
she does is slow and careful. She doesn't finish
‘things as quickly and therefore her product
sometimes isn't completed.

(and again, later in the discussion)

Well, ‘I think that probably the product that they
have at that particular time is probably all the
kids want.

1 saw these remarks as evidence that{hhe teacher's firm commitment and

L2
7

expectations as to ‘product had been transferred tov her students, at

.least in the eyes of the teacher. She justified her stance by placing

the expectation of a product in art on the children.

- Another point whic" seems to underly this cultural orienta&ﬁyn is
the teacher's need to ma.ntain control of the organization. It appeared

to me that perhaps having a very clear idea of the outcome of an art

Tesson helped a teacher to feel more in control. Teacher™ A cited the

fact *hat she had "“such a very large class and there are classes that
walk away with it and T always have to have control, as you noticed." I

had not said anything about this when she mentioned "as you noticed.”

“fShe must"§SSUMe; also that others (the children and 1) sense her

3
B

organizatidn.‘ She assumed we had' noticed her organization and:contro1
of the‘materfé]; and activity. It was 1mbortant to her that she knew
what the children Were doing at a}1'times. Materials were dispensed and
monitored closely under very épecifjc gu}de1ines. |

-2
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‘Teacher B spoke of a past art experience where she had put out a
lot of old stamp pads and let the chi]dfen do thumb prints.  The
children had really liked it and had started to devé]op characters and
stories.  Their thumb print characters spoke with dialogue balloons
drawn around the charactérs. Héwever, Teacher B said: "I had to stop
it because they got carried away." In some way, she had lost control of

the context in which the activity ‘'was carried out. Her woriginal

“eintention had not changed but the mutability of the context had changed

T
7 L-@the outcome of her goal. Schutz (1962) writes that ongoing actions and -

R

motives are determined through projection and reflection. It ‘would
appear then, tfhat in planning art lessons and experiences, teachers work
from motiQes which involve ends to be achieved - preconceived art
products. Maintaining control of context énd product so that actions
fulfill projected motives is important. Following a project, a teacher

can interpret in retrospect an event to bring it in line with original

~expectations and to jusf}fy what has taken place.

" On one occasion during an art lesson where the children were

instﬁucted to draw simu]téneously with teacher A, the’subject of the day
(frogs) one child asked: "Can we dfaw birds?" The answer was a very
emphat1c “No we're not drawing any - birds.' ContféT of the outcome was_f
1mportant The ch11dren were also told during this particular 1essoni

_ "Now, you've got to listen because 1f you don't Tisten you are going to

do it wrong." The implication was that there was only.one way to do it

right - copy the teacher's example. The use of colour in this drawing

" was contr011ed with firm directions:
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T: Okay, Brian, what colour are the eggs of the frog?

B: Clear. , .
The teacher went on:

T: A clear colour - almost a light what?

B: Green.

T: L1ght - no they are not a light green - tgey are a
light grey. Now take your grey pencil amm*toPOUr
the eggs and what colour did we say the tadpoles
were? :

- When I asked if this was a usual practice - the children copying the

de

teacher's drawing - the teacher answered:

T: A person that is too neat may never be a great
artist because all they can do is copy. Copy work
isn't exactly what you are looking for either
because you are néver going to be an artist if you
copy somebody else's work.

R: But it may be a way to start?

T: Well it's got to be because the masters did that.
Right? _ .

There appeared to Be‘Sbme flexibility or doubt -about her personal rule

of always mak1ng or presentlng examples, however either stance could be

Just1f1ed retrospect1va1y .. .She said she 'did do this and all of the

observed lessons 1nvo]vag,ph1s practice. 'Schytz (1962) -says’ that we can
.’ | . *w V.L

L "-;.; v .,? , ‘ ;z .4“

acted sens1b1y if the motive and the course of

.his action is understandabTe to us, h1s partners or

observers. This will be the casesuﬁ his action ‘is

interpreted by- himself or others in accordance with

"say a person > - R

-
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a socially approved set of rules and recipes for
coming to terms with typical problems by applying
typical means for achieving typical ends. (p. 27)

However, it is not presupposed that Teacher A always has insight into

her motives before the action. Her personal "socially approved set

of rules and recipes" includes the practice of copying. Social approval

is evident in that Teacher A is admired in her school fbr her work 1in

teaching art. . The projects completed in_ her class and which are
displayed on bulletin boards in the. hallway attract attention and
admiring comments: from the other students and teachers. Theﬁefore, her
"recipe" for teaching .and producing art is a "typica1.5means for
achieving typical ends." However, by Her comments aboht.the copying
practice, Teacher A shows that she is margina11y aware of another rule -
~(one 1aid down by “art education which says the child's work should be
his own) when she says, "I really should do more" (work without

- examples). The teacher may satisfy the need to do and 1nc1ude art in

her general educational programming, but how she “does this' 1if ’ ‘

by what she knows of how art is done and how she 1nterﬁ}ets that
knowledge. Her routwne everyday practice of copy1ng examples 1is not
uaproblemat1c for her - jt has not been quest1oned It is an accepted

taken for granted way of do1ng -art. The teacher's intentions were

clearly formulated with firm outcomes projected.

Teacher B, on the other hand, shifted some of the responsibifity
for formulating intentions to the children. She felt if she allowed
‘ sufficient class time, perhaps one or two periods depending on the
project, that was enough. The‘rea1 responsibiTity,to comp1ete work then
1ay{w§th the student. éertainly comp1etioq was encouraged and expected,

she sqid, but it was ultimately the child"s ?esﬁbnsibility. “For Teacher
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class.

=B, the motivation to complete projects was sometimes the proposed

<

v

function "of that object, although certainly all art projects in her

opinion, didn't have to be a useful "thing." She said she usually

discussed with the children "whether it's going to go on a display board

at school or whel .r it's going to be part of something that we're going
to need for later." She made her intentions clear so that the .child

could formulate his or her own:intention - whether or not he or she

‘wanted to be part of the ultimate plan or formulate a personal plan.

Often a purpose was suggested by this teacher, such as the stitchery
project which she had "laminated for them so that they could use them

either as a door thing - 'they had done their names in stitchery - or

they could give it to their moms for Mother's Day because that's about

when they finished themg“‘.gﬁost importantly, u§n$§x.teé;héh, feit "that

h]timateTy it is the'vi§Ua1 presehtation of séméfhing" th&fvdgtermines
o SE

whether it be hung or laid flat or functions as a book mark as Wwas the

case in.a piece of fabric crayon art done during my time with this

5'.

It would seem then, thét the teachers 1in this study have a
propensity'to interpret or make sense of what they do with%n the context

of makihg arf in the classroom. That is, thé Justification is made

through integgretation,and through the contéxt‘yhich may'or may not vary

greatly from one situation to another. A need to control the context in
which artfactivify occurs 1is one dominant principle adhered to and so

lessens the basic uncertainty as to the outcome of projected actions. .
. \

~y e
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The Socialization of Knowledge: Where Do Ideas Come From?

Common sense knowledge is intentional, and it is socially derived.
Ideas for materials and projects in art come from a variety of sources.
After I had been with Teacher B and her class for about a month, 1 asked
about sources for ideas: |

N

R: Do 'they ever bring any ideas of things that they'd
- Tike toldo? Does anything come from the.class?

‘T This year .it hasn't. 1 have had that happen quite
often in the past, especially with kids that were
really into crafty sort -of. things and were always
into sharing things that they had done at "Pioneer
Girls" and I had quite a group of girls that were
quite accomplished at that and they were always
doing things that they would come and share. . A Tot
of the things would comé -when I would suggest
something and they'd go: Oh yeah. My mom's done
such and such and she does it this way. That's
happened a lot of times.

R: Do you do a fair number of craft type of things?

T: 1 try to. Because I think it's good for their
~ hand-eye coordination.

The assumption was that both the teacher and the researcher kneQ what is
"craft type" and "hand-eye coordinqﬁjon." Téé&ﬁer B seemed to be open
to suggestions and willing to‘inco#ﬁd;ate new ideas into her p1an, as
was demonstrated by her recollection of the "group of'gir1s" who shared
ideas with her. In saying that she believed crafts to be "good" for

their hand-eye coordination, Teacher B demonstrated knowledge 'pf the

usefulness of craft and the importance of craft to child deve]opmént.

In other words, éhe was helping to make more explicit routine socialized .

 knowledge.

h7
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Searching for and géthering new ideas for art appears to be a.usual
activity for teachers. At Teachers' Conventions, 1 have observed
teachers looking at displays and making notes about what they see. This
observation prompted my next question to Teacher B:

R: Is there much sharing in the school? Do peopte see

the things you do and ask about it and want to do it
0T ... :

T: That's one thing I've found here.- that they're very
anti that.

R: Why?

T: There's not much feedback. They don't like it at
all. Firstly, I think it's because there are not a
Tot of classes of the same grade. Like T "am the
only full grade three class. The only person that I
could share with is the fellow that has the split
three-four.

R: But for art activity would it really make much
difference? )

T: Yeah, it does. Because if you do what I'm going to
do then next year I can't do it.

R: Reakhy?
3
T: Yes.
R: Do.people do the same things every year?

T: 1 don't. That's the trouble. I had a booklet that
.. agirl was using on egg carton creatures and I asked
A her if I could have a look at it. She said sure. I
' said do you mind if I photocopy some of these things
cause they had an owl character that I wanted to use
for Universiade and it's made up in quite a. neat
way - quick little thing - and the kids could have
their own little guy. No (she shook her head) no.
That's her egg carton book and she makes egg carton
_pictures and she didn't want anybody photocopying
that. Now I did manage to get one or two .pages of
what 1 wanted, but that's not the way I've ever
operated. :

Twes



This example of dialogue "reveals a cultural idiosyncrasy peculiar to

this school, but not to all schools, as Teacher B exp]ained:

But like at G school we had hoards of art books and
you know, people were constantly going through and
getting different things ... then somebody like J.W.
she would never not share there. You'd never
get a "no" answer from her as far as I need this
kind of an idea - she'd give you five instead of one

~and ‘you didn't have to worry that you were stealing
her idea. But not here. .

The celebration and recognition. of» special holidays 1is all
pervasive in discussions about ideas for doing art. Exemp]ifying this
taken “for granted. attitude ‘is the following dialogue with Teacher A
concerhing the occasion. of- Mother's . Day. I héd Just obsenved the
beginning lesson of a project which was being undertaken as a gift for

mother - a wire-framed pom-pom covered poodle dog.

R: Do the children expect to do something far Mothér's
Day? 2

T: Oh yes. |
R: Do they start asking, or is it just ...

T: They ‘take it for granted. They sg?t of expect a
Mother's Day thing. AR

= R: 1s that true for most holidays? They ~pect to do
something special for each holiday?

T: It wvaries. A Tlot of them - some teachers do
' cards ...

The teacher and the children appeared to take for granted that
something would be done in art to mark such occasions. Teacher A said
she was always Jooking for "something new, -something di fferent" that

would make a good gift for pareﬁiié\\ln fact, sohetimes precedents are
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set in terms of elaborate and very popular projééts. New and possibly
quite demanding expectations were set up which might then influence
future choices and decisions about projects. The bom—pom poodle dog was
one such precedent. This point was revealed a few weeks later, when

Teacher A was preparing to begin the Father's Day project. She said:

Now you know we made that (poodle) for Mother's Day
and it was something very special and it is pretty
hard to sort of top that, but I think that what we
are making for Father's Day is special too, at least
I think it's.kind of nice.

For Teacher A, there appeared to be something of a see-saw pattern in
the choice of projects. If something was done which réquired much time
and preparation for?hne occasion, the néxt project might be something
more simple, straightforward and less time consuming. The pnodle QOg
had required a great deal of prior preparation on the E'vf of the
teacher; and several sessions ﬁ@king and tying pom-poms on the part of
the students. The results had been considered very much wprth the

effort - the children were very §1eased and feedback indicated, that the

recipients of the gifts‘héd also been very happy with it. However,

pragmatic motives influenced choices.
Special days. as sources for themes -and ideas were. always
considered, sometimes . tacitly. Even when actual projects were not

overtly p1énned‘ fof these specié1 holidays, the holidays were always

acknowledged - they were "there." The cultural presence of such special i

days was always accommodated in some way, or taken for granted (Schutz,

1962) as this dialogue with Teacher B illustrates:

T: ... Christmas and Easter and that ... I've got a
sort of little repertoire of things that I like to
try. and do. v
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Teacher B shook her head emphat1ca11y
wondered what became of th1ngs 11ke Father s Day cards when

children don't have a real father in the home anyway."

v

Do you find that it's taken for granted - that the
kids really expect to do special things for
holidays?

A typical example was Mother's Day. Because we were
getting ready for - there was some other thing that
we were dojng. Oh it as our open house for school
and Universiade and we ‘d been working on that so
heavily that we didn' t do a Mother's Day card and
Friday afternobm they wanted to do Mother's Day
cards - like they really felt jilted that they
didn't get to make a Mother's Day card.

And did they?

No. They could do their own thing - there was
paper, you know, and they knew - but I wasn't going
to spend an hour ‘letting them draw - making Mother's
Day cards when we'd already lost a Tot of time
making other things. That's why I threw in the
Father's Day bit because I'm not going to mak e
Father's Day cards either. .

If they want to?
That's right, if they want to that's fair.
So you don't make a.big deal of them all?

No, definitely not. Like Valentine's and stuff like
that? Hallowe'en I 1ike to do a few things because
it's usually the beginning of the year and ... I
1ike to use them for decorations for the room cause
you have_a Hallowe'en party and ... that's something
that can be made use .of in mores than one way. But
:spending three days doing a Father's Day card and
then taking them home?
u [

then that this episode illustrates a teacher's attempt to cope with the

‘stiongAfraditﬁon of - acknowledging Father's Day in the classroom and yet

i

She went on to say that she .
"many of the

It would seem
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accommodate a perceived change in societal norms.  Her choice in
compromising with the Father's Day celebration by suggesting that their
current project be a gift for father, was a direct outcome or reflection
of what she perceived as society's changing norms. ~ Knowledge of the

traditional nuclear family is not taken for granted by Teacher B.

Spradley (1975) writes that the inevitab1e process of culture change, an

inherent feature of every culture, is extremely complex and influenced
‘by many factors. He defines culture change "as the process by which
some members of a society revise their cultural knowledge and use it

generate and interpret new forms of social behaviour" (pp. 568-569).
That cultural knowledge of soeieta1texpectations js always in a state of
flux is evidenced by this dialogue aboUt‘Father's Day.‘ A teacher may go

into a classroom feeling that she should "do" Father's Day. The: reality

of the situation for Teacher B was that one cou1d not take for granted.

that there was a father in every home. Teacher A a]so acknowledged
what she felt was: a change in cultural norms Nhen she said that she
usually suggestediather peop1e such as uncles, brothers or grandfathers,
to whgm the spec?r eg1ft cou1d also be g1ven

The_practice of.doing Father's Day and Mother's Day art projects is
so embedded in the cu]tLre of the school as to be almost unconsciously

acknowledged. If a teacher passes another teacher in the hallway, and

asks "What are you doing for Father's Day?" or "Got any good ideas for

Father's Day?", eacﬁ'knows that the other is not wanting to plan an
_outing for Father's Day but is 1ook1ng'for art projects to mark the
occasion. ieachers try to meet what they perce1ve as their students

and thus soc1ety S expectat1ons of what is taken for granted and what is
traditional custom. As Wilson (1970) points out, teachers play to "role

expectations" - those attitudes, acquired .dispositions, conditioned

responses and the like, to which, by their position or status in the -

social organization, they are subject. Thatlis, teachers justify and

interpret actions in terms of societal expectations.
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Sometimes ideas for art activities grew out of other subject areas.
Teacher A referred to this method as “integration,".a concept, which has
been much, touted by educators. She told me of an upcoming field trip to
Storyland Valley Zoo and of some of the activities she thought might
come out of that”trip: K -

~T: Somet1mes 1 have them tell about what they've done.
And 1 thought how can I get: that.so there's more
than writing ... you can get a mural out of it, and
a map and making little directions on it ... T can
see that and 1 have done that before ... I guess i
I'm a real person for integrating ... I really work
* “with integration. '

R:  Why? What do you hope to accomplish?

T: Why do I work with 1ntegrat10n7 ... because I think’
that art can be integrated into every subject so it
. can be a learning experience in “every subject as
well as a good art lesson. So- at the’ beg1nn1ng of
the 'year I've got to take the course of study and I
take a look at the different th1ngs that I intend
to teach that year ... and I think ‘I probably go
around the Language Arts and Enterprise ... and I
look at each one of the subjects and I think what
can 1 do in Social Studies, in Scienrce, what can I .
do in Music, Reading ... and then [ *ry to put my ,*
art into those things. ’

Teacher A said she put her "art'into those things" and occasionally t
looked like she put "those things" into the art. Sometimes the teac.or |

felt the connections made between subject areas were tenuous. ASWShﬁWn

<!<,
noe

in the dialogue about 1ﬁtegrat1on she searched hard for ways to t1e=1na{ .

art projects to other subJect areas. She did not say she ever, d1d 1t"~’
the other way around. With the paper—fo1d1ng 1esson where the ch11dren
made a-frog, it was the idea. that had caught her attent1on -'the product
itself. The science lesson about frogs and frogs' eggs was injected as
| "background.” This 1mp11ed to me that a paper-folding sk111 obgectwvef

could not_ stand a1one.~ The ob3ect1ves observed and discussed - were '



i

&

seldom art objectives It was as if the paper—fo1ding was only
"Just1f1ab1e 1f the science: 1esson was put in as "background" imp1y1nq
) that to: f1t the teacher's biographical expectat1ons art had to be a
‘Just1f1ed by science. .. Teacher- A recognized the frail and. p0551b1y

superf1c1a1 connect1on between the -~ sibjects: when she said of the frog

act1v1ty. "1 th1nk it has a little bit- to "do ,with what we- are do1ng -
;. not’ “much - 11tt1e bit." The thread that connected some of the.
t1v1t1£s together was frail but the impulse to make these connect1ons

and ca11 it 1ntegrat1on was, very strong As Schutz (1962) cays

In common sehse th1nk1ng, we have mere]y a. chance to
understand the other's action sufficiently for our
purpose at hand ... to increase th1s chance we have

,Egy” -4 to search for the meaning’ the action, has- fOr the.
! h actor (pp 24 25) : a !

o z

I had a better understand1ng of the, 1ntent1on beh1nd the cho1ce “of the
&f

o

frog as a prOJect when I Vearned someth1ng of Teacher A's" views .on the

integration -of, art “ I understood someth1ng of sher’ desire to make h‘

;act1v1t1es ~more mean1ngfu1 "to.: the ch11drehq;j;» Integrat1on ¢TF ar
" recommended and “common pract1ce among e1ementaryx§teachers,’ but the
?nterpretat1on*of what "1ntegrat1dh“ means is é?gh1y subJect1ve When
Teacher A spoke of integration Ln art, she referred to the use oﬁ.commo
o content across severa1 d1sc1p11nes, stuch as frogs being the subJect of ‘a
science study, geography, drawing and paper fo1d1ng Chapman (1982l
.warns aga1nst the dangers of us1ng the ‘arts_ "... as a too1 for improving
1earn1ng in other subJects ... in the gu1se of re]ated art" or .
’1nterdiscip1inary' arts” (pp 25 26) and feels that this attitude may
have contributed . to the op1n1on that the arts' are’ not worthy of
-1nc1us1on in curr1cu1um on a par w1th the sciences and the human1t1es
_ R , ?
. Many;ideas_for'doing_art in schoo1 come from the ceiebration'of
special holidays and the marking of seasons.” The’ recogn1t1on of almost
“monthly special ho1jdays and evehts such as ‘Ha11owe en Chr1stmas

-
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%ng about bi r&h trees a’hd the use_ of charcoal as a drawing (pedwm and

Y

o

2 . B

- of rout1ne predictable’ avents evels,

{

Valentine®s Day and Easter, appears to provide a taken for granted,

unconsc1ous, temporaT framework on which rto hang or plan a term's art‘

programme That is, e seasons and spec1a1 days prov1de a stabTe set.

‘\ﬂ

1mpT1c1t1y d1ctate what wﬂ'T at those t1mes ~ Noting the

-"enthusiasm wh1ch&,tharacter1zes 1_Tvement with preparation" for

by the "mere. addition of sever more - festivities and ho'lidays: to the

caTendar" (p. ix). -Chapman (1978) Says that ceTebrations and ceremomes

are 1mportant exper1ences 1n a child' sJeducatlon but caut1ons ,that in"

4

mak1ng such expresswe obJects«,,Tas VaTentme s ~.Day - cards or sp&mT
g1fts 1t is 1mportant & ‘consider the meamngs of the events or ObJeCfgS

~and. how these meamhgs can. best be transTated 1nto ,ﬁt{e ‘words or

visual forms. apprOpr1ate to them The connectmns she made between a

e science ﬁTm str1p about the frog S life cycl@ and subsequent

coTourmg and paper fonmg of frogs are. made rout1ne1y, n’atu“raNy and
B
in good fa1th ‘Fh,e art curr1cu1um, as such appears to b}e d

the other subJect aregs‘,,outsme 1nf1uedces such as a chﬂ\éls Z: dea, or a°¢
“teacher's shared experience. It does. not have i'ts own subJect matter

“* As Luckmann (1983) p%‘fnts out general knowTedge is-socially d1str1buted

and items of spec1a11zed knowledge (i.e. art ceducation, integration),

do become 1ncorporated into everyday common sense thmkmg The

: structure of knowTedge, is the result of sed1mentat1on of exper1ences in

[N

part1cuTar situations and subgectwe systems of re]evances Teachers

spaced out‘ovwer the schooT year and '~

3 ¥

-t

»i.‘
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ceTebratHzons and hohdays MacGregor (1977) proposes that ‘a .teacher,w
‘could readily solve the ﬁP’OUg%gof developing interesting, art prOJects'

~3
>

Tearn how to “do. art" by sxmpTe sed1mentat1on recurrent use.-a"nd%;

routim’zation re-use with mod1f1cat1ons .and new elements. repTacmg

'on Characteristic of all the projects made by both teachers whether

the 1dea came f"rom another teacher or another source “was the use“ of

teacher made examp]es This appears to be a routine pract1ce

b’
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“of com1ng up with a v1sua1 1dga, the teacher hOped to
to" try their 6whwqde s.’ Tead

Uach1ev1ng suecess’ but ways wh1ch'm1ght be acceptab1e to the teach1ngs of

. sense everyday situation (the problem of motivating'students to do what,

~was required of “them). That is, know1edge of psychology and art

76
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| fhe_Use of Exemplars as Routine Practice : . W ",
Ca. As has been,, ,shown in severa1 d1a1ogues presented earlier, working
from an examp1e of comp]eted work is a frequent’ pract1ce for the two
|
teachers. On one occasion, the exemp]ar was a student's work, as these
remarks by Teacher B indicate. The teachetheﬁd'up a. student's work and
calted it to the attention of the c1ass oY R
' N " . K ‘ ‘ "“‘\J.
.- T * ;-
T Ian went to the idea of do1nq a desigi. Imﬁidn o
‘tell him what: to “do -but he did a design. ey .
was wvery thrilled with it. fAnd later shef
<. - tome.) I think what hé's 'starting to learn’ 1s 't at
SO N | * is better to just try sopéth1na than to, just D
_ "+ throw up,your armsdwdnd . 'say *Oh, T can, ‘'t dq e '
¢~ -~ What.a "ot .of them are finding is that I m nots” going  * . -
.. to tell them#%what to do and# I'm- not going to‘ &y v
' Cdrawe it for them “they' ve a1ready ’Wearned that$s Y

w But I will -give them-: enqugh dlternatives that
out of a]1 Lhe a]ternat1ve§ someth1ng w111 suit
t,h em N ’ V’*‘ I\ K A’ . N qQ) ' (‘} .o H "_. o “ . .(\ ’
‘. E I E . . T - . - )

Lo 4 . . /

N ' . "‘b . Tt

By draw1ng attention to a part1cu1ar student s so1ut1on to.%he prob1em i \Jj

hEE £ T

'“u"curage others';

'H‘B was,_ concerned with prov1d1ng ways of

e

art educat1on wh1ch says the - work shou1d be the student's own, not the

‘téacher's._ Hence, the teacher made the comment, "I'M not going to draw

-,ig”fcr,them."‘ The teacher is dealing with the 'mu1ttp1e realities" of

/

t@: wor1ds of psycho1ogy ~(providing encouragement and positive

ré nforcement) ahd art. ‘education (not drawing it %Br'them), in a common

\

education become part of common sense. All of these rea]itiéi are drawn—
upon.to.sustain a sense of everyday rea]ity (Schutz, 1962). When the S
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jtgache.r commented on Ian s work, she used the term "desiqn" in a way

‘ that took fom@ranted that I and .he other chﬂdren wou1d know that she:

of . work.

was. nefeu"mng to a non- represe” ~ational and decorative p:ye“w
This was confirmed by the icher: she said ,sh.:e,.““_‘_'j_ Y
sometﬁing abstract or geome  dal a "design." . This é'r;stoéd and
accepted by the teacher an- the =tudents. -The t_ééc\er qu'séd lagguage

that was typified és .ar"t language. Any ‘example. can be\.uggf{ as 1ong as

the typified Tanguage“‘bf art is used. to address it.

Y

Both teachers expressed doubt as to the vahd1ty or value of the

practice “of - copying, yet both. teachers u5ed _teacher- made examples,

allowed the use of colouring book pictures for tracer‘s, and ;provided -

e o

téacher.—made tracers “of spec1f1c objects- for the chﬂdren to use.
Teacher 8 edplained her fee]mgs about this practice from h_épﬁ&nt of

view: | .

"';l, o NN !} E ) ‘. . ) . , '{;;
S T qugss 1't s because I've found just th‘r_‘ough my
iNov . experience ¥n art. that 4t gives -them something

visually to a¥tach on- to and to identify with, even
though they"re not going to ¢ome out with the exact
_thmg I do ... often times they do copy mne ‘ 3 °

L
9 . . .
D
o “

.She. again 'expressed;h\er" concern for individuality in student art when

o

- - to do this$ -we're. all going to .draw a daisy

. : T
she said: . - .

2. ‘ _- . v

I don't hke to. sa_y that a]mght everybody S go1ng

- or ... but a 10t of times that klnd of 1mag1nat1on
'~ .doesn't come %ut ,

. ‘.-
BN .
~

-

"It appeared then, that the use of “such aids provided Teacher B ‘with a
pragmatic “solution to what she percgi_\?ed"as a problem - her own

observatio'n that. some‘ chitdren just simply don't have "that kind of -

‘ .imaginatidn" required  to proceed with their own ideas. In retrospect,

called

w0
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she was able to continue to create . and to sustain the reality ‘of

teaching- art according to what was accepted as '"good" practice yet

'interpret the ru1es and bend them to fit the situation at hand.

Ideally, she ‘would prefer the chﬂdren to come up w1th their own ideas

and not all ~do the same thi ., but practically this simply d1dn t

work . »

~
'S

- Teacher A said that” "art has to be directed - a lot of qt."
~ Perhaps this perceived 'ﬁéd for direction led her to routinew use

examples - with her art lessons. When 1 asked“" she always used

" examples, sh@ sa1d ) "Copywng js a good way to start It's got to be

because the masters d1d that. R1oht7" . Previously she had said to me:

‘"You are never going to be a great artist if you copy somebody e]se S
“work." Aga1n «'nﬂdis are subject to individual 1nte,rm‘etat1on and change
accord1 ng/ﬂ) Ct@cf ‘What has been.stated J-nqgood fa1th in one context
is stated quite d1l:fferent1z in good fa1th‘°&n a n%@ontext Th1s is not.
to say that ‘the bas1c1 belief has™ been changed or d1scard§:d but it may'

appear contrad1ctory in two separate contexts. As Sprad1ey (1975) 53yS,

cultural rules are not r1g1d but depend on goals, ava11ab1e materwals
the situation and many otherv factors. 'Teachers mak e and 1nterpret ru1es
to suit and meet the needs of immed1ate s1tuat1ons Some ru1es are
implied in,-the procedures -and directions teachers “give to chﬂdren
Such ruhes~cou1d ‘b -:caUed maxims and’g)pear to gutde behaviour. i

\ -
\ - o . ' . .

‘Maxims:y Some Rules of Conduct ¥ : .. !

' w4
. The max1m which says you must use all tge space was ant’ic1pated and

per‘ce1 Tved as problematac hp‘yp both . teachers 1n th1s study The teachers
‘ often 1nstructed the chﬂdren to- ' use aH the space" or make it large.'

Th1s was a recurr1ng theme- in g1v1ng directions during art projects.
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" Teacher B talked oFxthjs_prob1em:

I do know in a sense that it is a hard concept for:
them to realize that they can-use all the areas of ¢
the paper, every corner and all the edges ... a lot~
of them don't. They stick it to*&ne 'side or the
other or: the centre. Or they'l] draw it right on

s the base of the paper like that's their bottom line

"* and the rest is all sky ...

In another lesson, Teacher B directed the children in these-words;‘
Make it as large as you can. .You have to. write, %‘«
quite big. Just don't make the letters to&!t1ny S

il )
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If you make, the, 1etters éﬁa tiny, they won't show . e

up. If- you “make’ @he Jetters too small wat is.very g
.""hard to see - they might be  too sma]l “for you to
colour in. It" s the teeny, teeny, tiny, little,
things that I see people do1ng = t«ey mlght not showﬂ
‘»un1ess you ‘re very. carefu1 ' —

<
K W
LRI e

o L yan
The' prob]em was ant1c1pated by the teacheﬁ~and as an at%ﬁapt to avo1d

the result of making the image too small, the ch11dren were admon1shed¢ .

. to “make it large."
o . o
Teacher A said shefa1sooa1ways emphasized "1ahgeness," along with
colour - brightness." She went on to say that "Tittle children haveka

tendency to make everything very sma11 - tod small. " #ere she used one

maxim to exp1a1n another. She sa1d she thought that perhaps the reason

for this was that "chi1dren see th1ngs d1ffeﬁent1y than we‘dg, ' They“

“look for d1fferent kinds of th1ngs Don't you think it has something to

‘do with matur1ty?" The maxim here seemed to be that you must compensate.

'and accommodate.the ch11d s “inability to dea1_w1th:a11 the space “on a

piece of paper. Yet: the ., twﬁ'max1ms ap ared to ébh t each .other.
_ %ﬁ

In one she said "Ch11dren see th1ngs d1fferent1y than we do. They 1ook’

for different kinds of things." 1In the other, she cpmpensated for this

A

) :
3 g



“tendency to make thingS'sma11 - too sma11"‘by imposfng a criterion of
"largeness." When. 1. asked Teacher A how she dealt w1th the problem

pract1ca11y, she sa1d that quest1on1ng the children wh11e they -were

work1ng was he1pfu1 She asked quest1ons “such as‘ "What is the most

‘1mﬁortant «thing :in your p1cture?" @What do you have to do to make it

pleasing to the eye?" . The 1mp11ed answer to - these, quest1ons was make

it large." - fﬁ A S
-' R 1 R
AR &L M £

‘Berger , and Luckmann (1967) might call th1s type of say1ng of maxim

L theore€1ca1 propos1t1ons in a rud1mentary form" P 94). Such
‘explanatory schemes are: h1gh1y praqmat1c, related to ob3ect1va mean1ngs

"‘and concrete, ,actions. But 1earn1ngsabout such max1ms is 1mportant if.a:

resﬁhrcheh ) understand what know]edge-gu1des conduct 1n a study
. ) i : . .
Of: ant o e &“& L B " BRREY ! P ., Seo ’ \«, L ':" P
. PN ,“l ¢ .‘1‘;,-:‘. Y “ﬂ n f:;‘ . . A L '
S . e 1T v:- N 0 N
What Can Be Included as Art e ffi):‘ Loy -

R - «

Both Teachers A and B used the word "creatfve"' frequent]y{.ih
reference to art products processes and certain children. Teacher

A often descr1bed somethrng as art1st1c“ by ‘which she sa1d shg meant

4 see1ng art through my eyes - 1 probably ook for
something that - a qua)ity, .a fini'shed product
I look for a little bit more towards the th1ngs as

.they should be out in nature.'

-

.

2

It‘appeared,difficu1t for this teacher to explain further what she meant

) artistic"é the definition 59u1d not be stated or formu]ated in

precise terms, yet it was an under1y1ng perspect1ve in v1ew1ng what was

observed. 1 '1nd1cated the folded-paper frog Jjust completed one

afternoon, and asked:' “douid this be consideredrcreative or artistic?”.

T
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.No. This frog? No, abso]utéﬁ?xnot To be natural
they would have had to either paint, draw it, the
way  they see it. That would be more the way the -
real thing is. So when I look at artistic things .
suppose I Took at it through the eyes of how does it RS

. ook -in nature - does. that make sense? But some
people don't look for realism.

So it appears that "realism" is a criterion~fpr,cfeative or artistic
projects fqgﬁeTéacher A. She also 1made"§eference to. familiar art
categories - painting and drawing. Teacher A also categorized,'the

pood1e;:dogs which had been made for Mother's Day g1fts ‘as a

non- cLeative activity. Teacher A considered that item to have-. been a

 eraft." She exp1a1ned that creative act1v1tg§s were more the type where

the kids sort of develop the idea - whéh,

c”:‘ ;

\}(

‘ L“- Y
with Lhat they re doing." She went on to s "y

, : S .
Somet1mes when T" think of be1ng creat1ve I th1nk of
having the children take brushés - and maybe even go
out and paint ... or you take these seashells and
lay the shells out and let them”create their own

o ideas but you don't do what I've done today. This

‘example, she considered che fwgg;prOJect to be 'a f01d1ng 1esson Wheh

" she looked at a creative lesson,

to me, I don't call’ this quite creative.

Teacher A did not th1nk every art project had to be c&eat1ve. vFor

it where it can be loose-endgd - the way they (the~ children) feeld:

, about it." In a creative lesson, the children /;hou1d be free "to
represent it anyway." "But", she said, "I suppose the way I teach art,
-1 Took at it to be a b1t more rea11st1c " Again’ reeTism Was‘pdb forth

as a,criterion. But the ch11dren d1d not look to nature for 1nsp1rat1on

:3&; the child experiment .

déhe said, then she would “sort of 1eaveA
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or visual infé?hation in any of the art classes I observed. Even after
. they had examined real seashells during the introduction to one art
lesson, when the time came to actually draw a sea creature puppet, the
chf1dren were given ung]eah photo-copies of Q«nkbook illustrations to

which they tould refer for their drawings. The real seashells were
. @

packed up in a box and put oht of the way. .
' - ]
\

i“i

Artistic Children

Teacher A spoke often of "artistic" chdereh 1n reference to a

piece of work on display. I asked what she meant by th1s, and she
s replied: L S ' :} '
- -l . ‘ - - L -
ffﬁ - fhebbeop1e I think that have that extra little flair o
.and have it every. time - you know, that you can
05 rea11y see that they stand out. DR

. 'J

She thought that 1f a person were artistically inclined "you go out and

seek 1essons and do 1t yourse1f and you learn by doing.'
A .

There were limitations to what cou]d be done for thnse children in

schoot: "It's partly time." The restrictjons p1aced upon her by 1arge

class size and limited time were considerable in’ her -eyes, nor did she
. j

_\\ : 'feeW'that.this_type of special education wae entirely the responsibility

of the school:~

§

7
-

Like m.si€ - how many musicians are famous? ~ How
many arz wealtiy? Of coursé, every bar has a band,
you could m.ie & pretty good living if you really
went into mi=ic but-a lot of it is done on your own,
‘right? It's not taught in 'the schools.



She said that rea]]y, children are born with a talent for draw1ng Just

as they are for music." However,: she d1d believe it was important to
identify art1§%§t" thildren: "I a]ways put it in their rggoﬁt cards. -
"I think your*cﬁtﬂd is quite artistic"."’

Both teacherswappeared to take it for granted that some children

"can't draw." " They recognized those who could and accommodated

those who could not. Teacher B accepted onesboy's statement when he
said "I can't draw" and offered him the solution of finding "a big

‘ enough picture” of what it was he wanted to draw and then told him he

could either copy or trace it.

"By differentiating between: "artistic" children and children who
"can't draw," the teachers were able to justify the practice of copying

as necessary for some children, and explicate the expectations placed

upon "artistic" .children by indicating that these children could not
expect to get special training in art from the school. Persona1 stocks

T
of knowledge allow teachers to Just1fy their pﬂ%ct1ces. P -
W oy . . S
_ 13, Wl g
TR ! . - - Lo \\. ﬂ,!‘f:f =] '

"d
RPN

Justifying What Is Done

)

As. indicated, certain implicit and explicit factors affect the

quality and character 'of art programmes. There appeared to be in’

schools an implicit rule that art is a reward or a treat, ‘as when
Teacher A said, "Art gives them something to Took forward to." ‘wMost art
classes are schedu1ed for, the afternoons as was the ' cgée AL “ﬁoth
part1c1pat1ng c1as§rooms in this, study, not oaly w1théthe two teachers

involved, * but w1th other staff ‘members . as well. It is genera11y .

accebted as a maxim that children are more ready 4to? learn 1in the
morning and so subjects are schédu]ed accordingly.  When Teacher A

-pointed out a child who" appeaﬁéd veE% restless one afternoon dur1ng an -
vart ﬁesson, she said: o P . .

il ) ° . : B .
)Q - ’ - : ‘/A
. ?

~ ,I'
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She - ﬂs\worse,in/the afternoon. They all are.fJng_
khow Kﬁdf“areha little bit more run down in the
afternoon ey work quite well in the morn1ng,
; R that I have td admit because you know it id stra1ght, ‘

b “;‘ reading, writing and arithmetic and it's, in their -
desks and they have to do a 1ot more on their own - \
wbut I think with kids today ... you are doing most
of the work and they are Jjust half there
During -the. morning you can push them a bit and- have

the basic things and it works better.:
)

Art then, appeared to be what the children haq to 1ook‘forward'to once

“the "basic th1ngs were accomplished. The rationale behind this belief

wwa$‘~“exp1a1ned
You give them a nice thing to do that they Tike to ‘
. do and they should work harder for you on .the things ;“eut
that they -don't like quite as well. I often say to 7:””
“them, "Now, Yook - let's work hard, okay? Let's:
. work real hard and after the last recess we/4e go1ng
_to ...% and that ‘givess them som JWNng -to Jook :

forward to. ‘ N o }
Coty o

' Imp]1ed was the op1n70n that art was someth1ng at wh1ch the ch1]drén d1d

néiwhave to work hard Howgver, in Teacher A's class, no one ‘was ever

kept from doing art because of unfinished work in the morn1ng “Never

she sa1d,,"that 1sn "t the way I'd ever pun1sh them So even though agt'«
was done after the other subJects it was deemed necessary. '

IR

The schedu11ng of art lessons in the aftermoon after the "reading,

~

n?i?; wr1t1ng and ar1tﬁhet1c are “done, 1nd1cates ‘the kind of tacit

b oy

g évpréﬁess1ona1 know1edge teachers have. The be1iefn7e1d;by>Teacher A that
ch11dren worbbharder at tasks "that Jgéggtdbn't Tike as well" because
art

a

""\
5 there w111 be "a nice th1ng¢to do" - later 1n the day, is bui]t

wd
- ‘C

faupon,Qany years of exper1ence, observat1on know1edge aqd b1ography It.

is tacit to some extent and because of this tacitness“ m1ght be less
R N . b : T

subject to reeogn1t1on or change. - 6

- %



. runs out." ¥

With Teacher B, children who had not finished work from the morning

were kept working at it while” the rest of the children went on to their
art lesson in the afternoon.  Time management on the part of the
ch11dren appeared to be a factor to consider with this teacher as she
felt there was adequate time given for most things if the time was
fproper1y_used." " Both teachers felt; somewhat. pressured by the lack of
tg%e for everything.  This greatly infﬁuenced the amount of time given

tk art. Neither teacher felt there was a solution to the time shortage

RENEN

Hx tse1f but when'she’thought of the "1ittle time for kidsqto work - in

V

Wﬁschoo] "rart had to. have "only a 11m1ted amount “of time. Priorities

yy‘had to be set: "I look at a read1ng test and no way® am I go1ng to Tet-

e

~wthese kids fall down on the reading test more than they did 1ast year .
'because I'm doing too many extra things." As Teacher B sandnaboutlan

: aunfu1§111ed p1an ‘she had Where she would have . set up an ease] and pa1nt_

N

for free time use: MIt's just one of those th1ngs with “the t%me WJt |

Q- . o \
pr . I |

i

As we have jost seen, both teachers call. upon their belief ¢15?Rs,.

or stocks of knowTedge, in order to explain. certain practfces . ~The

cultural Jede in operation deve]ops«out of the co11ect1ve exper1ences of
€

the teachers. These aspects of cuiture prOV1de the ‘teachers with the '

means of . cop1ng w1th the demands of da11y Tife within the classroom ‘or

- as Spradﬁey (1975) says, each aspect of cu1ture ;., he]ps to reduce | the'
) .WOrld GF experience to known quant1t1es, def1n1ng the situation and

a prov1d1ng p]ans for act1on"\(p 424) These items of cu1tura1 knowledge

of why they teach art: 5
. sy ;:m‘jn’.

are a1so 111ustrated 1n the fo11ow1ng sect1on where the teachers spoke'

. )

y,rob1em Teacher A said she felt art was a worthwhile subject in’”
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Why Teach Art? ' . b

I asked bnth teachers why they ‘thought:;art was included in the
curr1cu1um and whether or not they wou]d choose to teach art if it were
not prescr1bed. Both teachers defin1te1y supported the 1nc1us1on oF art .
in the curriculum and gave a.var1ety of reasons: '

L 3 ) '
I think we teach art because it's something that
people enJoy doing. ' 3

I do it because 1t S en1oyed K1d’n30y art.

i’L te&oh art to ‘teach apprec1at1on -of beaut1fu]

thﬁngs beaut1fu1 th1ngs in nature. ,//;__,1</f// 'j S

On c%@dn a wh11e qt' s Just n1ce tp d; a p1ece “of - art '};,M f{

wogg i n1ce Chr1stmas tree decorat1on e N
: o )

It s another way the k1ds remember what they 1earn - A

11ke trip : ST , ‘

¢

N . You can gigl hem art to have some mean1ng to art - .
- something ¥ N1 be 1ast1ng, someth1ng that witl o T
L. make them want to do qt aga1n. .

what I do is probab1y a 11tt1e bft more towards " '
- helping the ch11dren to do enough art to make them
ﬂapprec1ate art ... but I don't rea11y like abstract' ~\\’f
" . \ A ¢ " ‘ . Do
9 . -3 N ! D ' ’ r ' -
,lot of art that*I ‘teach™ is toward this connect1on
ih kids be1ng more - awareyof -art out in nature '

I try to do a fair number of craft types: of th1ngs
because I think ! s good for the1r _hand—eye o
¢ xcoord1nat1on o ;~a‘_,; v ;
It's fun - it s ‘a re1ease of tension - if they have -
_vhad a bad day ‘at home or they are not too happy - if
people don't treat them well - it's like reading,. 1t

sort of takes you out of: theJMor1d of‘troub]es and

o - worr1es _ . ~w@.1‘

\ “ . S NEET
- . BT VI S

e
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It helps with ‘sequence in reading - drawing the
' steps or drawdng'a story in order. :
Of all the reasons given for teach1ng art, fewwwere.reTated~to art in -
S Jtself as a subject worthy of study,-a not1dn from art educat1on éArt
an the  schools as observed in th1s study meant makmg th1ngs - Even
. @ though \some of the reasons .given for teaching art fall 1nto the
- responsive realm, such as "kids being more aware of art out in nature,
there was no observed ev1dence 'that any attempt to accomplish th1s was
actua11y made.” There appears to be a gap between the reality of ‘what
happens as- art and the supposed or retrospect1ve rea11ty For examp]e .
the reason for art was ~given as ‘$§ng more aware-of art out in nature,"
, yet 1mages were usually made frmmgbﬁg?teacher s image, .not d1rect1y frém'-"‘
{‘N‘ ‘ naturea ‘When TFeacher A-gave d%%one of her reasons ‘for teaching art’ as
“be1ng aware of art out An nature , she Just1f1ed her rat1ona1e'1n terms

of an 1dea11zed perspectﬂve which may be qu1te removed from the everyday”

reality (Schultz, 1964). _‘J . }
CT B . ;;' o o : }?‘n A
. .. t';. L ,1‘.‘; ) . . . |- . ) - - '\\.-‘ ;
- The Future of Art in.Schooi o T ‘ B

Teacher A commented that as you get o?der y?u probab1y get to .
d1s11ke art nnre because maybe you ve been‘a fa11ure at. it. " : "How
does this happen’" 1 asked.” - She. said she d1dn t th1nk ~ teachers

1 1ntent1ona11y made ch11dren feel, 11ke fa11ures fn/art but shj supposed B
you do it by never hav1ng them comp1ete anyth1ng for one way. ‘”Another v
. maxim was 1mp11ed here 1ncomp1ete art progects can make ch11dren fee] ’
"h1ke fa11ures.:! Th15 teacher a1so‘ fe]t that ch11dren ~weren 't g1ven

"t enough “background or ‘content” . for them to éver "do a good gob'"' “She

believed that o]der children didn® t-_be11evem they had to - /do a good

P

- . . . !

~
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job of art: "Kids in junior+high have to take an option and probably

take art because it looks easy, it doesn't take any commitment."i or

they choose it "because they are not good enough to take anythiﬁg else,

s6 where do they go? Art." These remarks indicate that the. .

institutional world of art in school is transmitted - passed on to new

generéfions of teachers and students - by way of spoken and unspoken“'

communication. - — . ¢
. . ,

L]

Generally, all actions repeated’ oncéq or mere tend ~
to be habitualized to some degree, Jjust as all
actions observed by arother necessarily involve some
typification. (Berger, Luckmann, 1967, p. 57)

-1t would seem then, that art is expected by Teacher A and the students
to be a characteristic type of activity. The cultural setting of\the

. school provides the kind of continuing sociaT situation in which this
reciprocal typification can occur. ‘ ' \

4

Biographical Situation

A teacher comes to her task with a unique biographical situation
although certain commonalities may be shared with many other teachers.

She interprets what she encounters in the pefspective of personal

interests, motives, desires and commitments. To say that a situation is

biographically determined is to say that it is the sedimentation of all
previous experiences organized in a uniquely personal wéy (Schutz,
1962). '
~

That the teachers who participated in this- study agreed to
participaté: most~\§i11ing1y and cooperatively, implies a professionq1
commitmént on their part. They agreed to participate in research such
as this because of feelings of personal and professional obligation to

¢

g
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other teachers and because there was an implicit hope of some recigroca1
exchénge in the situation. Teacher A agreed with these words:- "If I
can help you get what you need, then sure.” Throughout the research she
frequent1y-a§ked;-“we11; what else do I need to do for you? ‘Are_you
getting enough #deas?" This teacher knew she had‘been identified in her
school as "the person with all the ideas in art:" She laughed when she
heard this and said: | . ‘ 1

!

{ That's strange you know, because [ never really

A thought that I was very artistic. I had a sister
that liked arts and crafts ... and I used to make
flowers and thinas like that but I - the last while
I never had time to sit down and do something and
lots of times the reasors I don't do it is because I
don't have the time to do it well and unless I have
the time to do a fairly good product, I don't want
to do it at all. You know - 4t's like the kids, I
don't want to do something that's really junky.

This personal revelation by Teacher A concerning how 'teachers might
uninténtiona]]y make children %ee]‘”1ike failures "by never having
them coﬁp]ete anything", was ref]ec&ed in her philosophy and practices
in art programming. Each child had to have a "“good"" product, and she

took measures to ensure that.
Teacher A spoke of how she had decided td become a teacher:

1 wanted to be a teacher because I could see it had
dignity to it, it was helping other people ... and
I 1ike kids. That to me was a different 1life
style. ‘

)

Teacher A justified her choice of professions in a retrospective manner,
v

claiming that she saw dignity in the profession,. an opportunity to help



people, and in herself, a fondness for children. In her biographical

situation, teaching as a profession offered "a different life style" - a -

desirable change in her choices.

LS
Teacher \B's\ choices were also frequently made from within the

context of her own personal biography . qu example, when-§he.said:'
I had done pottery and that before on my own. I had
done printmaking in my second year of university ...
and then I've used printmaking in a large number of
ways when I was teaching grade six. ... I could pot®
so I used to teach them how to pot.

Her peréonal biography included a background of pottery ahd printmaking

Jrses and led her to include these processes in her art programme in

+he school in-a natural and routine way.

~Teacher A again reflected on Qéﬁ«ﬁ&i 1ife choices:
. /\ N

Well, I suppose my. dad had some higher aspirations.
Bt I also liked poetry ... [ probably wanted to be
an actress because I could see beautiful women in
beautiful clothes. And probably with teaching - I

- could see that being - we respected our teachers.

As we have seen in the few foregoing comments hiography influences
choices. This teacher summed up her fee11n§§“bn the subject of teaching-
art when.she reflected:

-

I am just a generalist in art - I took one
art course. I have gone to workshops - and
conventions so I know the techniques but ... often
they have said that there are two occupations in
1ife that are supposed to be the best and that's
farming because you put in your crops and you have
a product, and the other is art because you draw
and you have a product. '
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CHAPTER SIX

SUMMARY,.IMPLICATIONS, CONCLUSIONS and RECOMMENDATIONS

3

Chapter Six presentg a-summary of the findings, the implications of
those findings and the researcher's conclusions drawn from the findings.

This chapter concludes with recommendations for further research.

3

Sufmary of the Study 5

This study was concerned with the teacher's understandin§ of
.classroom art, and the teacher's intentions behind what is done there as
art. The study dedsed on the everyday reality of teaching art in a
classroom wﬁerein materials, pfocesses Q'and producés comprise an art
programme and take on.meaniné for the participants. Ideas or knowledge
about materials, processes and products prbvided a vehicle for the
diséovgry and understandiné of personal biography ﬁnd intention and the
contribution they make in susta%ning a sense of everyday Fea]ity.
Essenfia]]y, the researcher wished to examine the nature of art as it is
done in the classroom, and to gain some'undgfstandiﬁg of the meaning of
what is done, from the point of view of fwo teachers. The particular
interest was in the apprehension and understanding ‘of the schooT

{ . ’
culture, Tooking at art in school as agquired knowledge of codes, rules .

4
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school as acqhired knowledge of codes, rules and meanings that allows

people to do what they do, in this case, teach art. The researcher

tried to make sense of -the knowledge . teachers use to interpret

experience in teaching art and to generate their actions. >

The study was carried out 1n two elementary school classrooms in
twe different ‘schools, and focused on two teachers using mater1a1s for
the purpose of teaching art. Ethnograph1c techniques of participant
observation and 1nterv1ew1ng were ut111zed in the data collection. The
co11ect1on of data took p1ace over a period of two months. Categories

and themes emerged from the data 1tse1f through continuous and

ongo1ng exam1nat1on, and prov1ded the researcher with a framework for

1nterpretat1on and/ana1ys1s The data were analysed using a theoretical
framework drawn from the writings of theorists concerned with the
sociology of everyday 1ife - Berger (1963' 1967), Luckmann (1973; 1983),
and Schutz (1964, 1973). The f1nd1ngs were presented primarily in the
participants’ own words so as to reveal the point of view of the

Y

teachers involved in the study;

Implications and Conclusions

In this sect1on I would like to discuss the findings from an
orientation concerned with the sociology of. everyday life. 1 w111 Took

at the.teaching of art in school as everyday life involving materials,

processes and the making of things as this is what 1 observed and

‘understood it to be. I am most concerned with gaining an understanding

of the teachers' meanings about what they did as art in school.

92



Art in School as'Everyday Reality . ~

~ Art in school is an integral part of the everyday Tlife of the
classroom. Much of what comprises art in classrooms is taken for
'granted and done in routine ways. It was found that to speak of doing
art in school is to speak of materials, processes and products. The
knowledge of materials, processes and products is- apprehended as an
existing, ordered reality, accepted without conscious questioning on the

part of the teachers. -1 found that usually the materials and processes

. are specific to a product pru-planned and chosen by the teacher and one -

can determine the other. Tha¥ is, the materials processes and products
can be viewed as choices that are tied to situation, uning pefsonal
biography and contingencies bf time and place. _The'teacher usually knew
from the outéet the exbectations and 1ntent;ons behind any activ{fy.
However, intentions were often justified and interpreted retro-

spectively. Doing art in school was "activity" - makihg "things."

Teachers‘speak of "doing Eskimos" or "doing clay" with the taken
for granted assumption that the researcher shares a common meaning.
There exists an assumed reciprdcity of perspectives, a belief that what
they know is known by me or certainly, knowable by me and the “children.
The doing of art in'itse1f is an identifiable product readily available
to conscious aquestioning, although not usually questioned. In common
sense 1ahguage; everyone within the §hared systems of relevances in the

school context, knows what you mean when you speak of doing art. .

Art Materials and Processes as Everyday Life

Doing art in school involves a large variety of materials and an

underlying belief in the need for new and different materials.

Discussion of art in school is characterized by talk of materials and

a3



new ideas.For/ﬂéing them. Materials discussed varied from charcoal and
folded paper to vermiculite and fabric crayons. Choices of materials
were influenced by avai1abf1ity,~other teacher's ideas, cultural customs

and by the teacher's owm perception of what were appropriate art

materials. Teachers ‘spoke in a vernacular of art in the classroom, -
‘

using terms such as “"weaving," "doing clay," “stitchery," and "mobile."
There was an implied mutuality in the discussion of materials, and a
taken for granted assumption that medning was shared. Howevér,
individual interpretations of what these terms meant was highly
persanal, as was shown in the discussion regarding "doing clay" in
Chapter Five. Materials were spoken of with ease and fami1farity and

this topic frequently set the scene for open and rich discussion. But

discussion of the more abstract qualities involved in doing art,,

especially those used by art educators regarding response and criticism,
_provoked more self-consciousness and hesitancy on the part of the
teacher. That is, materials and hart ideas" were easily discussed and
more . tangible, but concepts and phi]osophy'were not. It appeared to
me, that when teachers teach art, -their concerhs are pragmatic and

¢

immediate.

Materials appeared not to be viewed so much as a vehicle for
expression but as a means to a particular and specified end - an art
product. Skill development and mastery did not appear to be the
objectives in using materials as most materials were proguct—specifié -

-used once.

The use of varied materials and tools necessitates some method of
organization on the part of the ‘teacher. It appeared to me, that the
: Qrganization and distribution of materials stood on behalf of the
organization and distribution 0%\Ttems of knowledge - if art skills and
" techniques were not valued and relevant to'the‘teacher's purposes, this

was reflected in how she chose to deal with materials and tools in

£y

ir
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regard to the children. Again, skills and techniques were utilized as
a means to an end. For example, a child learns to handie fabric crayons

in order to make the prescribed- bookmark, or-a child folds paper in

order to "make" a frog, not to discover the qualities of paper' or to

learn paper sculpture teehnjques.

The control over materials and processes also controlled the end
result - the'product. I saw this control over the product as a way of

guaranteeing outcomes  and feeling secure if controlling context. . 0One

" teacher in the study did encourage student independence in the use of

materials, but guide]ineS"were very c1eér1y laid out and firm

instrictions given.' Maintaining control of the context in which

materials were used, and thus the product, allowed projected motives to

be fulfilled as anticipated. In other words, "typified means'

'guaranteed "typified .outcomes." . Both teachers used teacher-made

‘examples in their art lessons as another way of controlling. the outcome,

yet both expressed some doubt as to the va11d1ty of this ora&}1ce They
seemed to be aware of the rule in art education which says art work
should be the child's own, but found ways to get around the ru]es and
justify their decisions retrospectively. Teacher A felt copying was an
accepted practice because she knew some of the great masters had copied
other great masters. Teacher B justified the practice pragmatically
when she said that with some children the imagination-required to come

Up with visual ideas, "just isn't there."

Socialization of Knowledge: Where Do Ideas Come From?

t Ideas for art materials and projects come f;Z; many sources. Art
projects served a variety of functions within the context of the school
and even the larger society, and the context often "determined the

function of the project. For example, Teacher B liked.to do Hallowe'en
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art because Hallowe'en came relatively early in the year, and th: room
could be decorated with Hallowe'en art for the taken for granted
Hallowe'en party. Special holidays and the seasons play a large paft in

the planning and choice of art activities.

Such a special day would be Mqther's Day. Both teachers felt that
marking these occasions with an art project or the making of a special
gift, was taken for granted by the children. The subtle pressure .to

_ recognize these occasions was very pervasive. Teacher A overtly planned
and_spent time on the making of such special gjfts, whereas Teacher B
tried to ignore the occasion because of lack of time, but still
demonstrated a need to acknowledge Father's Day when she suggésted that
a -current project underway could become -a gift for father if the

children chose to give .it.

The sharing of ideas among teachers in a school may or may not be a
cultural custom in a part1cu1ar school, as Teacher B's recoJﬁt1ng.of her
éxperience with the "egg-carton ideas" pamphlet indicated. Teacher A,
on the other hand, had been identified by another staff member, as "the
one with all the ideas in art." However, my observation was that these
teachers did not share materials or even projects with other teachers in

~the school but rather, worked in isolation. That is, teachers in a
school did not plan together to "do clay" or mi x paints to be shared in

a painting unit.

Teacher A kept examples of past art projects in boxes organized by
theme, and added any new "ideas" shé miéht come across. Teacher B said
she hqd her favorite books to which she Tooked for new ideas, as well as
\\TSEEDJY periodicals such as Instructor which came to the school.

However, even though teachers might not overtly share “ideas" for

96



+

projects and materials, 4 socia]iied sharing of knowledge and. ideas

takes place. As Berger and Luckmann (1967) write, everyone in a,

RSN .
particular society (teachers in an elementary school) participates in
¥

its "knowledge" one way or another.

Often ideas for art grew out of other subject areas as wasbshowq;jh'

Chapter Five. Teacher A referred to this method of making connectidﬁ§ifg

among subject areas, as "integration", which appeared to 1eg£tfmgggdherigﬁ“ﬁ“f

practice of putting ideas together. The impulse to make'cohnecfigpé of
content between subject areas was ‘very strong, but frquéntﬂjﬁ;_the
reasoning in terms of <onnection was weak. I did not ébse?véucany
integration of sk111s across subjett aréas. The practice of using
the art lesson as a vehicle for improving learning in other subjects may
" contribute to and maintain the opinion that an art lesson doesn't stand
up alone and is not worthy of inclusion in the curriculum with the same

.importance as reading or mathematics.

-,

Teachers do art for many reasoné - "kids enjoy art" or "it's
something to look forward to." Even §Qough art is routinely included in
curricu]um planning, it is usually doné after work in the core subjects
has been completed. Of all. the reasons given for the inclusion of art
in the curriculum, few were reiated.to art objectives or to art as a

subject in itself worthy of study.

-
-

Art was foreseen as having- a limited lifespan of interest for
.children in schoo1,_1aﬁge1y’because it became an optional subject in
° junior high school. Yet to me,vit appeared-that'artlwas essentially and

“implicitly optional even in the elementary school in that it was put off
. -

when more important subjéects-needed more time. Art appeared to lack the

e
deatus of the core subjects in terms of rriority but-.seemed to be
perceived ‘more as.a pleasant way to relieve the hard work of other

subjects.
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Biographical Situation. ' : - '

!

A teacher's biographical situation essentially defines her social
environment. A1l previous -experience is organized into her personal
stock of knowledge - that sedimentation of common sense, general and

special knowledge which helps her to deal with everyday'rea1ityhin a

pragmatic way. As Luckmann (1983) says, it is the pedestrian way to

cope. It is this common sense knowledge,. 1nterpreted wrﬁh1n the context
of a biographical situatian, which is highly subJect1ve and built upon
experience. Hdw these teachers saw themse]yes as teachers was extremely
relevant to the ways ih which they interpreted what art education should
be. Although the common sense reality forms the matrix of everyday
1ife, each individual ‘interprets this in a particular manner. The
reflection of Teacher A that acknowledges teaching as a profession with
"dignity", an opportunity to help peop]e-ahd would utilize her fondness
for children, reveals much about the sincerity‘of intention behind the
choice;: made. . That these choices might not be the chofces of art
educators is not important if understandihg for understanding's sake is
the goal. For the generalist c]assroom-teacher, the teaching of art is
not an expert affair, nor is it perceived as needing to be an expert
- affair. The teachers in this study felt fam111ar and comfortab1e with
) their 1nterpretat1ons of art education and fe]t adequate in teaching it.

They experience cred1b111ty in what they" do 1h that they see .around them
in prdfessiona] magaiines,'hand-odts,‘on‘bu11etfn boards and convention
displays, a reflection and affirmation of what they themse1aes do- as
art. . It is accepted by the teaCherezin this study, that'a1though as
Teacher. A said, "I'm just a generafiet _inv art," they have adequate
knowledge to teach art. A\\teacher carries. out her obligation or
inclination to "do art™ to the best of her know1edge in a pragmat1c way

1nd1genous to her persona1 b1ography and situation.
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Conclusions
It has been shown in Chapter Five that teaching art in a classroom

is part of the everyday fea]ity of teachers. -Intrinsic to the reality

of teaching art is the use of many varied materials to make some "thing"'K

- an art product. Teachers know how to doigrt in the c1dssroom through
common sense knowledge, augmented and amendeg‘by additional experiences
and items of knowledge drawn from special knowledge. 1 believe that the
most important point of thi§ study is the rea]izatidn that a teachier
"does art" in a routine, tybified, everyday way - a way so natural and
taken for érapted that she may not need to be conscious of how she
does art. It wa% also evident that when fhe two teachers spoke of where
their ideas for art lessons came from, they drew from‘ their“socié1
community, colleagues, professioha] magazines, and  their own personal

biographical histbry.{/76>ig9 art" as art education would have teachers

do it, would require 'explicit special knowledge and this has not been .

socially transmitted to them. Luckmann‘(1983) defiﬁes special know1édge
as "knowledge which is routiné]y transmitted to clearly spécified social
types" (p. 66): with access to ‘such knowledge institutionally
controlled. Is it possible then, that the formation of such societies
and associations organiied for the specific purposés of propagatfon and

dissemination of art education theory and practice is ineffective in the

present cifcumEtances? Or dis it that these organizations have the

result of keeping the knowledge of art educators confined and

specialized, avai]ab1e only to other art educators?

e

It seems to me that art education has failed to.create conditions

necessary to the transmission and incorporation of their special

knowledge, and they have failed to recognize that what art education

perceiveséfto be problematic is not wnecessari]y perceived by teachers

99



100

as p(ob1ematic. The problem may not be seen as critical by tgachers
because of the traditional persistence of attifudes through which
reality is viewed. The powerful reality of the culture of the school -
thé'context in which art is taught - must be confronted and understood,
and not ignored. Téachers do wﬂat they do in teaching art in good faith
and with good intentions founded 1in their b1ograph1Ca1 situations and
based upon their stock_of common sense knowledge. gArt education may be
solVing a problem discovered By, as Luckmann\ (1983) would sav,
'propﬁetica11y minded experts in advance of a geferal perception or
awareness of the problem, so that even the solutions nemain for the time

being, elements of highly specialized knowledge.

- 'Everyday khow1édge of how to do art in school is comorised
that is individual but mainly of residue of_ information and experience
which becomes conventionalized to the degree that it is shared among
classroom teachers who are not art sbecia]ists. The cultural definition
of art as it is perceiVed' in the everyday life of the classroom is
d1fferent from Eﬂe definition of art shared and understood in art
educat1on circles. = New events and ideas are mean1ng]ess until meaning
has been constructed through interpretatien and language. So until
1deas from art education can be made meaningful and part of everyday

reality for the classroom teacher, art educators will continue to be

F"

dfssatisfied with much of the art they see in school.

Abobe all, _the powerful.fokce of deeply embedded attitudes through
which reality is viewed, and the biographical situation from. which it is
viewed, cannot be overlooked. Teaéhérs have 1nheritéd a particular view
of art wh1ch has served fo maké it seem” an objéct of some mysteny, too
epheméral to comprehend, too much a question of congen1ta1 ta1ent and
of too little value to be .perceived as problematic. The pragmatic
solution to this state of affairs can be seen in product oriented art

programming, tight‘ control of materials and quick and easy projects.



Everyday life "recipes" give us "pat" or largely unproblematic stocks of

knowledge and rules from which to operate. Art education as put forth
1 .

by’ art educators must ’become ‘part of a teacher's everyday stock of

_knowledge, perceived by teachers as unproblematic and accertable.’

Recommendations for Further Research

There is ‘a need \for research in art education that is directed

towards the., classroom %éacher which takes into account the points of

view of the teacher and the child. Do art educators really understandf

the power of the everyday reality interpreted by the teacher in a common
sense way? If classroom generalist teachers are expected to tgacH art,
the goals, objectives and stfategies of art edhcation need to be
commun1cated to them in a way which would gain their support. Methods
of in-service could be implemented which would provide the c]assroom
teacher with more art teacher role models, offering teachers practical
strategies to take back to the classroom in .place of “quickie"
ideas. The common sense concept of "idea" peeds to be changed so that
an "idea" is not someth1ng a teacher is given .but is something she
_conceives in her own mind. If teachers feel a "~ad tq{pa1nta1n control’
of materials and processes, as seems apparen. by .1is study, then art
educators have to offer practical solutions o orgarization and use of

materials in ways which would, lead children to  i11 and mastery.’

Research directed at assessing the quality of art in the elementary
schools is necessary. This need was revealed in. the data for this
study. The elementary teachers in this sfddy feel that negative
attitudes develop by the time’a child enters junior high school, yet
teachers don't see “their responsiblity in the formation of these

.attitudes.
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The quality of art education at ‘the elementary level is in need of
study in order to develop some consistency in art curricula. Consistent. )
with this is the need to assess the expectations of art curricula in thev
elementary school. How consciously aware are teachers of goals and
.objectives_in'the teaching of ,art? The feéchers in this study did not~
appear to be conscioué of art education objectives. How do teachers see
the connections between sequentia]-deve]opménta1. épproaches in -core
subject areas and art, within the everyday reality - of the classroom?
How do teachers see the child's rp1é and ‘responsibility in the teaéhing

of art? How does the teacher see her Tresponsibility to the child and

* his or her art?
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