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ABSTRACT

. By Myself: Symbols and Sensations,
A description of a high school art class .
that focused on body experience in developinq ‘
an image of the self

''Christine A, Harvey»

e,

A

£l
~

"The.relationship between body imagf and self conéept
has been demonstrated by researchlin psychology And in
studies of Kuman behaviour. The period of adoléscence is
one i{n which thebphysical self is a central cqncern Sp
the individual, this aspect of self Eéﬁcept contains all
the characteristics needed in the establishment of an

ego identity and attempt to define the ideal self.-

Contemporary Educatidn theorists state a need in the

*

secondary school's curriculum: for preparing the student

to function 1in society and for giving opportunities for

, self-esteem and self-fulfillment, Art education. has a

.greater capacity for effecting personal growth than many

bther disciplines and ' it is proposed that body
experience in art making can\elicig a ' self-actualizing
description of the concerns of adolescence, An art
programme was presented during the course of one schooi,

year so that the body image was the central motivating
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concept around which é;t ideas develqped.‘
( 4 .

This thesis presents a phenomenological description
of the work and ideas of twenty Grade 11 art students.
The ° students were encouraged . to manifest self-

description .- through art making -that involved the

| physical self, The - ‘ideas embodied in ‘the self

descriptions were Fheh céfri hrough in-  the
cbngltdction of a perquél spac:§;§/;;ach student ‘and
videotapeh per formance within it, A desgription of the
statements made in the videotape show that an hgt
programme can be~; helpful environment in which to allow
the adolescent to contémplaée on, \gnd réptgsent,

personal fears, a symbolic\view of the world, and a

growing awareness of the self.
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INTRODUCTION - B

L"

I had been teaching art at the higﬁ school 1level for

- - -

{ . .
_fiftden years when ,the ideas  for. this thesis were

organized ‘and put into practice in the classroom., The ;

pbservation: that discussion and art assignments dealing

with the Body "image had Blways elicited a very personal

-

* it
response from adoléscents, has been of interest to me
. .

over the years,
’ »

4

‘ v ™ « '
I noticed that any work corfducted around the

’

physical self; i.e.,, self-portraits, mask—making using -
the face as model, drawings of hands or parts of’ tlie:

L™
‘body, brought about in students an involvement and

discussion of feelings about ' themselves that was nof

" present in most other activities. Though interested in

“

the figure and préngfing the figurative in works of
art,: students remained more oSféctive and‘distancea when
drawing each 6ther. When workind on -some aspeét'of their
own physical image, however, they became more deeply
}nVOlved with projecting ,5 "self-ideal or personal

interest; they would often display a greater concern for

mégtefing the image o0f themselves that they wanted to’
3 N

express and they usually took the completed work home

E

S
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. o + E )
(generally. a good criteria for satisfaction with the

~ - 4, .

K : WOtk)'. ) - ‘ ~

.
[y

. I observed this apparent depth " of self-involvemert

. L4 .
~ and wondered whether a programme .that centred all

s . activities throughout the year arouhd the physical body

each persgra;ity, ahd *thus to'self—actualizatioﬁ. The

"progxamme “then only  -had to bé structured* and

.. I ¢

- . implemented, since the basic jdea had always been an
\ . .

aspect of my, art“teaéhing, my communication with

-

- . ~
students, and my own'personal interests’
eand

L F
Eal

' -
2 Al

.‘ . 7 A
- The school is a public high school on the South

-

4

. T

\ . Shore  of Montreal, "with a student population in
L] ) “ - N

1981-1982 of approximately 650. Sinte ‘it is a Protestant

. Englisb‘ language school . in a pre-dominately {fench

. speaking area, it is net ' a community school and most .

students. ' are  bussed in from surrounding ‘areas of the’

gputh_shore ineluding the Akmed Forces Base at °St.

! ’ ' M - .-
Hubert. THough diverse. iln socio-economic, religious and
Y ' '

ethnic make-up -- a 1980 guestionnaire showed that

D

-~ [ 4
the , school population is a st§ble and cohesive one,

— . Having taught art at all levels aE tie school ° for

I3 .

would lead to a deeper exploration and exprgssion of

thirty-twb diffefent lanqguages were spokén at home —
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R forteen years, 1 was'fémiliar with most 6f the studénts ‘
- . T ) ) 3 L >
E , in the study group and wigh many of their siblings.
4

\ » € . H

Y o ) ’ by , a
» ’ w v K. L -
A " The art room is an ordinary classroom made smaller oY '

as a result of the nec'eEsary addition of cupboards,'.

’.sink, storage shelves for . work, book . shelves, filing

+ "+

. ) cabinets, FYA'S cabinets, piles 'oﬁ cardboard boxes

]

.‘:¥. o-verf‘lowing)‘{':ti:. materials, 'a nature - table and

, . @
scylpture-matexials bin, I describey this cluttereds
'mayhem' cheerfully’ because it has never inhibited my
' ) .' o R ' I3 . .
o Qo [ Seaching or the studen};ﬁrom working in any medium or
- ~ L

?;media of Eh’eir choice. It provides also a backdrop to
-& .

‘Bhe work 3een in the videotape, the working space within
. N

.

K which it all developed.

Y

. My, trgvelﬁ every ‘summer -.to places 1like Papua-New

| Guin;ea, Inéone‘sia, India and AfPica had meant that
4 Istﬁdents were exposed t‘o/a/rtifacts, masks, jewellery and
, .  costumes that I avidly collected arid took i:]o' scho.qlv. We

often noted,_ the similarities befgl‘een‘ the bodg@ecoration
- - / * . -

) of primitive cultures and adolescent cults' and they were

4 ¥ . . C e

, v
N . drawn to tHe visual symboli§(x\p{eva1ent in tribal rites
. . \'\ ‘ -
» ' and ceremonies, The _i‘inportar\lf:j of physical appearance,

- . ' dance and music to the ’aaolescent couraged studies of .
. - 3
different cultures and mythologies. They were interested

N . 2
‘W . ’ ._,’r—ﬂ-\;
i \\
f SER
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o .
in tpe music and body language of others; but intimate

communication was.more evident when they were discussxng
H

‘their own, I had often observed the level of

confidentiality broughﬁ’jgbout by the\vﬁxscuss1on of

clothing and jewellery, especially with glrls "It seemed
&gat in describing their personal tastes and choices,

whether: it be in clothing or music, that self-exposure,

[

however supegfitéial at first, would inevitably lead to

more dntimaté " disclosures of personal concerns and

interests.

-t P
¢ .
v ~

The role‘ of the art teacher' as confidante probably

’ ‘ N , .
occurs because , art making necessitates a one-%o-one

. . A A ‘ , .
Miscussion with the instructor. The discussion, however,

,usually takes place’ on an objective level as the
.

v by 0
interaction between student and ‘teacher is via the
. * ) ! '
object, even When -that discussion may include the
subjective experience described in the work. All too

- £ .
aware of classroom management friorities, the different

needs ©Of the students;\:ade course L£Quitemqpts,' the
b # N -
teacher plays a complex psychologiqé} role in
. ] p ’-\
encouraging personal interests andqconcerns, while at

“the same time guidiné'the expression of them through the

art procesé. This pegépes a complex task s{hce‘ some.

»
4

adolescents feel more confident of theif ability to

! \

4 R

.~ g

. ) e

d ! - h] -
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. express themselves verbally than visually &nd take

3

refuge in copying“qr in making cliches; otﬁ%rs do a\lot

of tflkimq but produce little, and there are pwfse who
become engrossed in the making of images but are

e

unwilling or unable to discuss them. ~ L

LY

i
v . . .

- ‘

A, brief experience in the teaching of drama . had

!

shown me “how .directly adolescents‘ were able to
communicate their feelings]about themselves when ‘acting
qgt“‘ situatiofls.  The problemb for me was one aof
chapnelling thbse feelingsJ through art media, ﬁecause
the: difficultieg of gathering'ﬁhatelia}é,.of mastering

techniqued and the feeling of artistic inadequacy often

led to frustration or unfinished work. I wanted to link

the rimmediate response‘of drama with th'satisfact?on
that comes from the depiction of persﬁnal ‘imagéry and

. . v s’ .4
symbolization, I could foresee some resistance to-my

»

Ydea of'introducing drama ﬁechniques into the art room;

however, as theré® was ,already’ a flourishing drama

programme in the school and these students had opted for .

art, I decided that the inteéfation of the two could be

brought,’ about slowly and without any insistence’' on

‘*dramatic presentation. The body-involvement with their-

w
work would be considered an integral ext%nsion of their

-

-art rather than theakrical‘pro@uctionl . :

<



I had considered a form of 'happening' at the end of
the year when each student would gather all that had
been made about him ar‘herself‘and integrate him or her
'self'! physically within it, A photographic record would

be made of the result so that each studént could see the

character of the integration of their personal self

within their pérsonal space, In discussing this with the

students however, "they showed more enthusiasm for

videotaping“,the ‘happening', which then led to thé
! 5

. extension of the 'tableau' ‘idea into sound, movement and

-

“the resultant performance by each student. The idea for

each presentation came naturally from the development of

‘art products; I had merely asked that they place
. ) 1

-

themselves within them as a container or space for their

,{deasL Hoy' they placed themselves or interacted with
their environment developed with their individual

‘‘concepts, thus there was nq rehearsal or coaching in the

\
. ¢

sense of dramatic presentation in the production of the

.. videotape., The videotape was never meant to be a-

weIl—choreographed"éramatic proéuction," but a ‘personal

statement by each student about - himself expressed

3

through his or her art ard his or her own body. *~

’

.
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The‘personal‘statemeqts presepted in the videotape
are described in cChapter 6 and in more detail in the
three <case studies in Chapter 5. Each statement 1is ‘as
individual as the student and at the same time reveals a
psychological port;§it of the fears and‘ fantasies of
aéoleécence. While the videotape itsglf ‘should be of
interest to any stddent of ‘adolescent psychology, this
thesis presents a phengmenological descrjgtion of the

presentations and the process of the work that led to

' the final product. It would have been possible. to

separafe each of the eleweqts of the programme; the self
portraits; face painting, environment building, etc.,
and study them as a referent to some aspect of
adolescence. While I choé; not to do this, I have
included tfgnscripﬂs and illustrations in the Appendicgs

for readers interested in that possibility,

I have used a phenomenological method in describing

the - process of events that led to the student

L L

presentations in the videotape, since a subjective

description of my observations of students, as I worked
i :

with them, clarified what they were saying about

themselves., The description, then, includes both my

¢ .

observations of the ptocess of students each working
}

with their physical self in art media and their
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resultant self-description in the videotape, since for

my purpose in encouraging self-actualization, they were

inseparable,

; The ‘purpose of this thesis is to deécribe the

process of events as they occurred with one particular

grade eleven art class working witgin a programme that
focdégd,on Ehe physical self. The importance of the body
image as an.integral part of the developing self conceét
during édolescence is described in Chapter 2, Chapter 3
discugges the relevance to art education of’é curriculum
that encourages self knowledge and allows an expression

of qindividual, and adolescent needs. A review of

‘literature in Chapter 1l presents historical and

, universal phenomenon _ of body expressiveness, the

-

%evelopment of research concerned with body image and

the notion of 'self' during this century.




Chapter 1
THE BODY IHAQE: Q\HISTORICAL PERSPéCTIVE
. . . ] ‘ r
For of the soul the body form doth take;
Fo£ sohl;is“fdrm, and dotﬁ the body make:

Spenser. An hymn in honour

of Beauty, 1596.

(3

. . A N\

Body Ornamentation and Costume

Body painting and.decprétion is perhaps the oldest.

L

art form of the human species. Adornment establishes

status, -both group identity and individuality, and

carries meaningful messages of aggression, fear,

geduction, ritual. It is a powerful means Qf'non—verbal

communication.

» For early humankind, the natural universe was filled

.

harmful. Ritual worship’ evolved as a means ‘of

influepcing' or - pacifying -the powers of nature by

imitating .or recreating them. Through gesture and ritual

the body becomes the receptacle for-divine's power which

X

with power which was experienced as either benevolent or
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A ,

is .then manifested through it. One of the oldest rituals

is that of eating the meat of the sacrificial animal so

that the anima and virtues of the deity are assimilated
//byvehé' worshipéer, and there are many instances of

\//' animal dances which imitate the .sound and movement of
/" the totem animal.
Y ' ' Dances as examples of imitative 'magic. are seen in
; ‘ .many agricultural cultures which endeavoured with the
/ “‘ aid of ritual to heighten the fertility of the earth.

) . | 'Spring is celebrated in Indian commﬁnities by a women's
p ’ dance accompanied by chanting and music, in .quopg by
fdanciqg .around a festive ﬁaypole' and . iﬁ man§ of the

fertility dances still seen in Africa. The gestureé used

in‘imitative dances are symbolic of life forces: "in the

-

)P :  fertility dane of the Wakémba,. Kenya, stamping

Eg;' y ﬁ'symbolized the 1ife—givind movement of ' the phallus and
" hopping g&gbolizes the growth of seed” and plant.*

)' (Wosier, 1973, plate 327 .

To invoke the power of the spirit,'\many rituals
contaigeprayers with the body integrated into-a }byﬁhm
of chanting and music 'and which often culminate in

ceremonial sacrifice, Such , ritual, based on the

-“principle of gradual intensification, with an ecstatic,,

\
'

4 : . . 10 Q‘

i
3
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cathatiic climax, can be seen in Voodoo ceremony, the
whirling dervishes o}h Turkey, and in the 'Kecak'! or
- monkey‘trance of Bali, this latterlbeing one in which,
byf}epetition of sound and movemenﬁ, a chorus of 150 men
send themselves into a trance-like stabte, and then with

" loud cries and wild gestures drive out the evil forces

of the nigh;. The identification of humankingd with the

overwhélmed or 'poséesseh' is expressed in  ecstatic

-t ; dance rites. The experience of ecstasy, of surrender of
. é. consciopsness, is a means of expressing a desire for
. ' co;tact with a power gréater|than one's own, Such dances

and rituals support the ipteqration of a group,; heighten

dividual emotional

)
¥ 4~
7 Y

collective courage, and break down

and mental barriers, . ,

_The body is often decorated in order to . feveal

’ itself as a physical manifestation of the spirit.
.Elaborate face painting accémpénies many rituals, or may

Se used in the assuming of a‘;ole} as~in the use of war

paint to give the warrior apgggge‘aﬁd to intimidate his

.. enemy. The entire body may be painted with vegetable
dyes as in the ipitiation ceremonies . of the Australiap
aborigine in which the images are symbolic of the

conquest of self andﬂ acceptance into the secret

0y 4 v

11
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_divine to the extent where the individual is coﬁpletely.
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may denote a new

. Strathern notes in
> beoples of Papua[
m\As‘ : .

: play in language

skin as .a ‘'whole

ugly people removing their skins and becoming

beautiful," (1981,

Vv
J

knowledge of the gtoupi {Brain, 1979) The painted body

or modified personality. As Andrew

his discussion of the body art of the -

New Guinea:

,

"In effect, there is a
between skin as 'exteriOI\sglf' and

body' \... There are myths of old and
young and

p. 21)

¥

Transformation of the body is seen in many cultures

- as an aspect of ~ritual initiation or beautificathon, 5 ¥

. .\Rgfsonal adornment for ritual and ceremony is usually
> , ‘

temporary and removed afier the ceremony is over, but

permanent body decoration is also prevalent among

primitive " tribes. This is usually .done to denote

membership of a tribe and involves either tattooing or

, i
scarification, Tattooing is a custom of very ancient

origin and has been discovered on the skin of Egyptian ‘

mummies dating back to 2000 B,C., and appears té have

been brought to the Oceanic Polynesian peoples from the

mainland of Asia at an early date. All early markings

.appear to have originated in connection with magical or

. s ' )
puberty rites and this 1is still seen in its wuse in
primitive Later it became an

tribes, insignia of

Y . . bravery, rank and status, membership of a tribe, or

12 .

o b s b o e x v e b are s
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merely individual preference ‘in personal adornment or to
attract the opposite sex. Almost all the North ‘American
Indian tribes pract{sed tattooing and it is a tradition

among the Eskimoes, The operation was extremely painful

o'and a man was considered very brave if densely tattooed.

Sharp pieces of bone, thorns, flint stones ot‘the dorsal

spines or teeth of fish were used to itreate the designs

which were then pricked in with pulveriied charcoal or

soot, : . b

Sagrification is still widely practiced among
M

"African tribes; the design 4nd tecﬁﬁiques following

tribgl traditions. The most common  technique 1is to
lacerate the skin in varyingn patterns and to obstruct
the healiﬁg process so that the wound leaves .a permanent
.raised scar. Such scars are sometimes slight, but are

v

often prominent and conspicuous,

A . variety of ﬁaterials, shells,'carveq\ wooden or
bonel or ivory objects, feaghers, ‘\cgloured seeds,
precioué metalg,, may be suspended: from pferced ear
lobes. The septum of the nose is often pierced,
particularly by the peoples of the westerh Pacific, and

through it are threaded various ornaments. In Africa,
. ,

" lips are slit so that discs can be inserted, or brass

a o 13,
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iings are permanently attached to the legs or arms, or,

as in the case of the '‘Giraffe wameﬂ' of the.- Congo,

added to the neck as the child é}ows older se that it

becdmes stretched. In Canada in the Eighteenth Century,
artist Paul Kane depicted the custom ofmthe Blackfoot
tribe to bind  the heads of children in order to.achieve
a slopingoforehead. Th?:transformation or‘beautification

of the body 1is a. universal practice among peoples and

only varies in interpretation., It may serve to attract

the attention of one's god or emphasize reverence for— -

that god, or it may identify and diStingufsh pe;sonators'

in the .various rituals. It may denote membership of a°

group or distinguish age, social relationships or

o ‘ )
status. The adornment of the body is a universal means

v

of nan-verbal communication. (smith ed.  Undated

catalogue - Museum of Contemporary Crafts, N.Y.)

’

.
A
VA
N i

The power of the mask 1is brought into Eeing by

gesture, dance, rhythmic sound and drama; Essentially,

the bod{ becomes the instrument through which the mask

can express its meaning., The status of the mask wearer

is gensrally recognized by a culture, so that he js

fagpe

«“ o .
often a shaman, priest, tribal elder, or witch doctor.

The mask cdrver would also usually be a religious

leader, for he carved the spirits that he say as a

. 14 : .
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quqrete form of his own interntl images.'The masks Qorn
during Eskimo c&;emonies'bcought the dnlgoker closer to
the sgpetnatur;l, for the masks showed deities, inimgi
séirit§ and guardi?n'spirits. oft?QQLhé shaman’;fre i@e
mask of a spirit that he wished to communicate with

during the healing, for his own visualization of the

spirit aided him physicaily to make éﬁntact with tribal

spirits through  dreams, ‘visions and mystical

1"

experiences, (Samuels & samuels, 1975)
‘{i&_} ' T ' & ~ Qo

\J
But the essential aspect of the mdask is that the

©

wearer becomes one with the image, for in assuming the -

role of the idea portrayed there is & natural’

participation in its reality. Paleolithic cave paihtings
show images of men wearing animal masks. ' Among early

Qéﬁg;ures, it has been theorized by anthrqpologists such

as, L. Levy-Bruhl, the act of putging on the mask oﬁ an

animal‘ provokes a state of ‘'particpation mystique',
(Samuels & Samuels, p. 13) Such a state’ ig attained by
beééming one with the animal, gaining power over it, and
pfojecting its. deéired qualities: whether stréngth,
fierceness, protection, etc. to the participants ‘of the
ritual., And since extrehely vivid internaY images are
difficult to distinguish from an external experience:
the imager and his imgge become one. ‘The mask weafeq, in

/
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gaining power over the image through .'participation.

mystique, " also gains power over the .group: who; are

spectatébrs  of, but emotively involved in, his

participation with tbé"imag‘e. , ;
4

. y oo

Psychology. of Body-Image '

¥

In the Western World, studies . concerned with thew
body image and the adornment Oof the body as an
expression of self-identity, developed within a growing

interest in human psychology. The fascination Qith the

2
~

'n;}ed savage' shown by thg’ nineteenth century
anthropologist‘ was an aspectv of qthis concern with
psychology in a social behaviour context, Thé:ﬁ£heories
of Darwin, Wallace and Malthus established that a gtudy
of non-ve;bal . communication would  elicit an

understanding of human beha\(iour‘g which could then be

brought within{the confines of Western. thought.
. i
Yy \)j . s :

/

Before Darwin, the body was seen as an'expre;sion of
the soul, Lavater, an eighteenth c?ntury philosopher,
acknowledged that facial ané gestural expression had
meaning which cou¥d be reaq by the, observer, but he was

not interested in its communicative aspects. He was

convinced that universal feelirgs are universally and

- ES
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' identically expressedy.and that;external behaviour is' a

diregt expression of “inner thought processes. (Benthall

& Polhemus, 1975) Darwin believed that most expressive
a ¢ f:]

gestlires were universal and transmitted.genetically. He

1

saw facial characteristics and expression as indications

. ! )

of persgnality and . character, and. described their
*

4 \ (] []
importance to human communication,

)

Philosophical thinkers of the nineteehthh century
' . - < N '
such as *Berkeley, Hobbes, Hume and John Stuart Mill

&,

-l

. , . -
examined the nature-of the human experience and such

~ ‘ .
problems as fhe distinction between mind and body. The

S

development of the concept of self in psychology grew’

1 *

qut of this philpéophical tradition, Self-awareness was

‘viewgd as* a physicallawarenes§‘of body e;géiiences until
William %gmes)pgblished his theories on the notion of

- self ‘;n\@892: James divided the concept. of self into
three c;teggries: fhe 'Material Me' in- which he a:gueé

* . that body gfé%ﬁience‘ glso enpompassés family and

‘physical environment, 'Social Me' was that aspect of
N

.

‘ . - .
'spiritual Me' which analyzed an individual's awareness

of his own thoughE process,

{ o | T IR

self—iﬁéntit& that included the redard of “others, and. .
s — ’



~aspects Pf self-love and Sullivan researcheé the

#/\". 3
S N

After James, the notion of the self was developed

and - expanded for three decades.'TheAconéept of self was

4

viewed as a’' product of the social environment for v
sociologists Charles Horton Cooley and George Herbert

Mead and Freud's psychoanalytic theory contributed to

much later research, Fromm and Harvey investigated e

Y

developmentr of self during infancy, showing how feelings °

about self might rely on bodily states of pain or

pleasure, (Gergen, 1971)

2
The expressive gestures of the young child and their
development into depictive gestures have been studied -

e;tensively-by- Piaget, Buhler, Guillaume, Stern and ' °
others. These writers provide' illustrdtions of lely e

generalized body response to stimuli ‘in the young
infant. They describe how the child begins to imitate.

the gesture; then, by iepetit;bn and pétterning, he-
/ T ' .
begins to increase- the distance “betweeh the gesturale
/ v M ' .
expression and that which the expression depicts. With

«

incréased differentiation, the child uses bodily

® movements to imitate movements of objects as distinect * S

e - et et Rakn s g B 4 17 R RET D AEATIRS a6 6 208 () <R <

from those . of people., Werner and Kaplan (1963) note the

developmental significance of such descriptive
. . ) :

moveéments: "The formation of descriptive gestures of

e :
n \L‘ ' R '18 M ' '
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concepts .

L
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this sort. seems tp suggesﬁ that the 'child has begun to

-translate reéalist{c events into a medium with its own

expressive features: the imitative expressiong have

developed into > truly ~ pictorial . or iconic

,

répresenpations. Tﬁus, with. apparent spontaneity, the
child, by‘means-of sensory-motor patterns, creates what

have been termed 'natural symbols'.® (1963, p. 89) The

a

idea that such gestures are activated by an internal

image or 'schema' dates back '.to Kant, and Piaget and
‘ _ o ’ '
Werner have pointed to-this as. the beginning of

'Y ’ * R
4

\ .

. . N ‘
Many theor£§ts have considered the significance of

“the body image as iptegral to both social behaviour and

pérsonaiity development., Shontz (1969) describes p.study

. of the body image as probably( being'more imﬁoitant to a

study.of personality than that of any other source, He -

. & L.
says that the development of a distinction between

‘,éﬁbjective experience and the objective reality 'of the

en{fronment‘is the beginning of self-awareness and the

v

establishment of peréonal identity. Schilder propases

.that; "A body-image is in some way always the sum of the

'body—images' of the commynity according to ﬁhe vgiious

: relations in the community.*” (1975, p.» 302) Thus; "A

discussion of a body-image as an isolated entity is

LA

> ¢ Kl
fo
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of an ego and of a personality, and is in a wopld.:,,/4

(1975, p. 304) ‘ ’

b ’ N ’
" .

Maurice , Merléau-Ponty uses the phenomenological

. approach in ;aying that there is intuitive understanding .. " ..
- { . ‘ .
Lh body expression, for Bt is through the body that an

',unge{standiné of people andrthings takes place. (1945)

g
5 &

Roger Pool, in contributing to 'The Body As A Medium

s

. is intuitive understanding. .

of Expressiaon', however says. that: "The failure of

phenomenology is the failure to examine bodily

gxpteSsivity in a historical cbntexf.' (1975, p. 91)

‘And; "It is the individual expression in a given

historical place, which creates meaning.” (p. 94) He

».
¢

goes on to say that an examination of the body image

must be placed within a historical and social context,
i . N

and then discussed and ,interpceted by analysts within

'general-categories, rather than in assuming that there

%

Mérleau—Poﬂty says - Enét(there are, three stages in

X .
Ead . - &

the development of aaphilb§ophy of the body percept:

I8}

n

1. The body percept ‘'is consideredx to &e merely a
S . '

collection of sensatory associations. (1964, p. 99)

5

|



Schilder «c¢riticizes this view in saying that

mul;ibie sensations do nbt necessarily give - an

understanding of self. He says that we can only become

self-conscious by understanding each sénsation in

felation to the total postdral modellof the boéx. (1970,

p. 64) . - . :

N . 0

2, Konrad, Burgei-Prinz, Kaila, and the gestalt"“

psychologists define the body image as a static pattern

that involves sensation, memory, posture.

(Merleau-Ponty, p. 99)

\
\

Schilder believes the body iﬁage to be more dynamid,

and says that it involves intentionality-and can change

'.with. position and moyemént within a.  space. “The

body-image changes continualy and we tripmph over the
limitations of -the body by adding masks and clothes to

the body image." (1980, p. 204) . . ( ,;.. )

3. The development of a more dynhamic concept of. the

~

body image, and a recoggition of the interdependence of-
body percept and. the environment. (Merleau—Ponty,»pf

100) - o

)
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A barrier index which tests the definition of an
individual's body-inage boundary has been' extensively

tested (Cleveland & Morton, 1962; Fisher & Cleveland,

1958; -Fisher , 1963) and shows that: "a’ picture has

emerged of the 1nd1vidual with definite boundarxes . as
more active,independent, autonomous, commun1cat1ve, angd
also, more likely to channel excitation to the exterior
1eyers;o£-the . body than ﬁhé individualtwith indefinite

. boundatiesi' (ﬁapner'& Werner, ed; 1965, p. 54) .
. ‘ =~ 3

. %
The principle of differentiation 'has been used by

several psychologists -'ta ' indicate normality or

‘

abnormality in human behavi%urai’development. Seudies

3

with children 'suggest that achievement of a

differentiated body <concept is a manifestation of the -

child's general progress toward psychological

differentiation.* (Wapner & Werner, ed. 1965, p, 26)-

Witkin has conducted various tests that measure
Qeneral 'body concept through perception of the position
of the body in space. "Many studies, by ounselves and
others, using a variety of methods, have demonstrated a
relation, as expected, between'$’hou the person
experiences his body in the articulation dimens@on and

the extent to which he uses 'guidance from withoudt for

Y
1
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definition of his own aEtributeg, . attitudes and

beliefs." (Wapner & Werner, ed. 1965, p. 40)

The body concept has also been studied in tests . of

self recogrition. Deno (1953) showed that only 30% of

male adolescents were able to identify themselveé when
shown-rear-view photographs of‘male nudes thai included
theﬁselves. Arnhoff an@ bamionobou;os conducted the‘same
test in 1962, using adults and showing the front view,
and obtained 100% correct identification. Fisher (1970)
explﬁins this divergencé as resulting fr&ﬁ a gre;;er
knbwlédge of the front view of the body, but also

indicates that the adolescent has more’ diffichl%y in

self-identification "because of the radical body changes

that he 1is experiencing which leave him with a vaguely

delin¢ated body concept.” (1970, p. 6)

L +

~

Fisher and Cleyeland establish that the normal

person's - attitude toward'‘'his body shows importantL

aspects of his identity, and that there is an

ego-involvement which does not occur in a reaction to

' the non-self world. (Wapner & Werner, ed. 1965, p. 48)

That attitude is " .necessarily reflected in how the

LY & -
individual adorns and covers that body, so that the
social aspects of clothing and body decoration, and its

~
)
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implications in a study of human behaviour have been

documented in many areas of research. A

&

-

The sexual symbolism of clothing in both conscious
and unconscious = behaviour was referred to in

Krafft-Ebing's Psychopathia Sexualis (1886), Freud's The

Interpretation of Dreams (1900) Havelock Ellis' Studies

in the Psychology of Sex (1901) and Thomas' Sex and

Society (1907). The subject of clothing and its sbcial

implications cfncerned such early sociologists as Veblen
A

(1899), webb (1907) and <Crawley (1912). Dearbon, in his

Psychology of Clothing (l9185'wrote a monograph which

examined cloﬁhing in relation to social behaviour,

(Roach & Eicher, 1973, pp. 28-29)

1929 and 1930 saw the‘pub}icétion of two books on

the p%ychology of cloﬁhing: Hurlock's Psychology of

Dre§s and Flugel's influential The Psycholody of

Clothes. Flugel discredits the notion that the'primary
function of <clothing {sr either for protection or
modesty, by notin; that there are several cultures of
the world which use it for neither reason. He maintains
that body decoration is 'S’basic human iﬁbulse which is

manifested in an  ambivalent attitude toward clothing,

Ambjivalance is seen in the need to display and attract

24
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while constrained by various social factors to be modest
and discreet. This also deScribes -the essential
. contradiction of groupcidentity with the assertion that
the persoﬁ is .nonetheless 9}50 an individual. Make-up
ang the maék also serve a dual role zin attfactingA
attention‘.to the individual and also suppressing his

[

identity,

nFlugel's concépt of the conflicting motivés
underlying the function of ﬁgess ' was adopted éﬁd
expanded by Laver; Bergier and Langner during*the 1950s,
They‘ based their works on psygpoanalytical theory.
During the 60's and 70's, h?wev r, theories for
understanding dress emphasized gnvéro mental ana social

influences rather than psychoanalytic ones. Clothing was

viewed within social, <cultural, economic and social-.

psychological context in such works as: Appearance and

the Self (Stone), Dress, Adornment and the Social Order
—t sell

(Roach and Eicher), The Second Skin (Horn), Search for

Identity (Klapp): " *gave considerable attenéion to the
_problem of finding identity in mass society by p¥oposing
"several meahs wherepy § berson may try to express his
indiv;dualiiy through dress.” (Rdéch &"Eicher, 19?3, p.

32) ,

25,
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For children, clothing plays a role - in the

¢

development of self worth. A questionnaire study by Hall

(1898), and follow-up study by Flaccus (1906), showed

that girls especially were influenced by cléthing in

their perceptions of themselves. (Fisher, 1970, p. 57)

In a study of the psxghological effeﬁts of clothing
on high school and college girls Ryan (1953) found that
86 per cent of those questioned felt thétwclothinq was
important and agfected their mood and behaviour, while

only 3 per cent attached no importance to dress.

Adolescence and Self-Image 2

Aéolescent group identification, and it's expression

in clothing and body identification is descripgd by Paul

Wiliis in his study of a Motor-Bike Culture in England.'

'(Benihall & Polhemus, ed., 1975) The Motor-Bike Boys

dressed and enacted a desire to express an
/. .

identification with the bike itself. 1In order to

experience fully the danger, speed and excitement of

*riding, they wore lboée, opened-clothing that gave no

protectionu but allowed them to be at one with the
natural world. .They wore their ~ hair long and
free-flowing, and anx adornments (free-flowing scarves,

e
26
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etc.) that would add ro theA sensation of wihd velocity
.and dr%g. The group identity was"an' essentially
aggressive, masculine one,‘ thch they reinforced with

étudded jackets, and an aggressive appearénce, modz‘af
behav%our and étyle of riding. The bikes were an
extension of themselves, with high caftle—horn handle
bars, double exhaust.pipes (with the silencersnremoved)‘
to , add to their wild and fearsome image. Willis
speculates that‘the physical em?hasis of sush a groﬁp is
an aspect of the use of the ﬂé’yl in certain minority

éultures to express a coded opposition to the dominant

culgurg; He notes that the main, middle-class culture is

A
generally based on the head, language ®and intellect,
- whereas minority opposition cultures often denote an

v

emphasis on the body, on style and on the non-abstract.-

The identi icaEion of the body with a social gréup
is usually a temporary one, in western cultures anyway,
and changes with age and- status. Polhemus (1975)
;uggests, however, that fashion |is 'very much a
reflection of oug dhanging society in that it is a
declar§tion of belonging to a soci%l group. LWhile that
belief is temporary, especially during adolescence, bédy

decoration 'will also be temporary in the form of

clothing, hair style and adornment. When there 1is a

L S "

@
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threat to established social grouping, as in the
breakJup of the. nuclear family, more permanent bédy
v decoration becomes pqpular: as if in showing a more .
b“ determinéd belief in a group. Perhanent body decoration
~0 taking the form of tattooing,‘ nose and ear piercing,

scarification, etc. . y

- It is %urfng adolescence that the spcial. and
psjcpologibal forces of body consciousness comes into
prominence. For during this period in human development,
the individual is abproaching' adulthood and preparing :
for acceptance into a 4group, tfibe or soc&ety. The
degree of ;cceptance into the group has much to do with
physicél endurance and prowess in primitive societies 7
and with physical attractiveness in the\w;stefn world,
lIt . is naFural‘ then that \thekJ adolescent - becomes ¢

" pre-occupied with his physicai development in. seeking
acceptance ' from an adult world which glorifies physical

~

‘beauty, and a tyranical peer group which insists on_

Iy

conformity ta ctitural standans of body image.

_ . .
‘In the adolescent's struggle toward se;f—deﬁQZit;bQ\ ' ’

and integration into a cultural grouping, there is an
association with many Of the ritualse.and symbolié

expressions seen in the body expression of - primitive

o i
i

—
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societies, The need to,égz;sically belong to ‘the

celebration of the group practiced in tribal cerémony is

reflected in ﬁhg powerful i:fjuence of ﬁusic and dance

N 1

on ' the teenager. The experience of ecstasy as a

)

surrendering of {individual consbiousness to that of thgu'
aroup is observable in mass-hysteria at rock concerts
and' at.other. events of heigfitened group emotion, There

L3

is an aspect of ‘'participationdmystique'’in the  masks,

costumes by the populaf singer to
involve the audience with his own fantasy, and he exerts
the sahé sort of power over his onlookers as the

witchdoctor or shaman.

’

. %

The syﬁbolic'expression of life-giving forces and of
the natural powers invoked in priagitive dance and riﬁual
is also characterized in adolescent symbolizing.
Primit#ve rituals evolved in an attempt to contain, -
invoke, and wultimately underslqnd the mysteries : of

-

nature, and the adolescent 1is drawn toward modes of

_symbolizing in a similar search for understanding, Thé

use of basic symbolie themes such as growth, sex,

destruction, are illustrétg% in Cgapter 6 which reports
the ideas chosen by a group of adolescents in describing
\ [

thﬁmseives. "

-
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The dual Ffactors of clothing, those of ex;S;;;fﬁ

visual identification with the group and of denoting
. status and individuml personality, are universal‘ones;
but are especially .important during adolescence for they

also havé a'profound effect on the self-concept. As a

i\ . status symbol, clothes are important in their effect op v

S sqcf31 acceptance and  thus in the ~development of

' . .
imperfections and enhance. appearafce, giving the

\~;// ’ . *gelf-confidence., Clothing can canquage. physical

-

adblescent ‘a’ sense of wgll;being ~ which . affects
peréonality~raﬁd behaviour. Faciai make~up enhances
physigal gttractiveness;and group identity: When e-up
- . % is 'used . to transkorm “jdentity as in Hélloﬁ'en
."daquErades, or ‘to denote membership of -a group or

¥ . . ,
\/ ‘ . fashion, there |is a relationship with the body

w» decoration and face painting of tribal peoples.

«*
v

A

In this chapter, I have attempted to follow Roger

Pool's recommendation of first placing an examination of
the bp@y image within a hislorical‘ané’social éonéext
and then describing the con;ribution of vgripus stud
; on atﬁe body)~pe;ce t. Examples of body. image£

the

< symbolﬁs gesture were given within “the context
, .

primitive society but it~ is ' interesting to note

universal associations of body expressively. Thus, the
s ~y 6"

3

e .
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. symbolism of life-forces seen in

’m.’ 4

B also expressed in adolescent symbol1z1ng; and the need

/X)nd1v1dual shows imporﬁant asgecbs of self-identity. The.

’ . v

to iéentify with the group through pody decoration is a

universal need. The contrfbutioh of major theorists to.a

s

descrlptlon of the significance of the body image, its

\

affect on personallty development, and the psychology of

clothlng, was dlscu sed in ordér to show ‘the importance

of the body image to a study of adolescence Fisher,

F1sher and Cleveland, 8ch11der, Wernef\\ and Wltkln
Y
éstabl1shed that a measurement of body 1mage in the
crisis period of self ldentlty during ".adolescence
o AV ’ .
therefore has much to do with changing body image as the

adolescent learns to'adjust to physical change,

/ .
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: : . *" Chapter 2

BODY IMAGE AND THE DEVELOPING SELF-CONCEPT L

., F
4

¥ Somehow the.picture I have of myse}f'in»my mind
isn't the picture I see in my mirror." -(Cartoon,

Rogers, 1962, p. 45) e

N
3

-

‘The period of addlescence is one .in which the

physical - self - is of: mB;e central 'concern. to <the

. ”

individual than at ahy ‘other time of life, since  the
radical body changes . being experienced force a new body
perception into the consciousness 'Elkind, Etikson,

L ©

Hall, Hurlock and Rogers az€?3n9ng those authorltles who

belleve adolescence to be crxt;cal for the establlshment

of self-identity, .adaptatlon to ‘sex-role, learnlng of

1

independence and preparation for a place’ in society:
’ ' ' o : " I ' ' : P

. A Y ; .
Basi® to all the major 'developmentai tasks of

adolescence is® the establlshment of an ego- 1dent1ty and
the attempt to deflne an ideal self The 1deal self, or
the self—standarﬁ that is wished’ for, is one of thzee
A

levels of self- concept d/yeloped durlng adolescence in

the normal 1nd1V1dua1 The others are: the known self,

32
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and the othér 'self, or .what he or ' she believes others
think of them., The concept of the physical self is an
important oneé since’it has - all ‘three charalteristics

(staines, 1958).

'Boay cathexis', or dégree-ﬂ‘of‘ feeliﬁé of
éatisfaction"with thé body or its Qaribus parts is most
important to thé déveTopment of both the eéo identity
and ‘ghe ; iaeai self, since ft affects -attitudes,
behaviour and soci%l relatiénships. Body cathexis is one

of the most difficult developmental tasks for the

\édolescent since he or she must learn to accept and’

adjust to a physical appeararce which will remain theirs
. N -_/ . N . B . i
for the rest of their life, and he must incorporate that

few image into the ideal image 'of himself _that he is

developing. The expressed idealism of the adolescent is

a manifestation of ‘cognitive development as he enters

the stage of 'formal operations' (Piaget, 1973). For the
abii@ty to tﬁink more abstractly and to consgggg;wg;t
ﬁay be, rather than .cosz?eéeiy what is, 1is crucial to
flental and personal _develoément. A chaiLenging of
parental and social values ' is a natural result of this

organization of, cognitive thinking as the adolescent

attempts.to define the world and his place withip it.

'Ego—centric behaviour and a preoccupation with personal

+

" B .
F) i ' . o
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appearance reflects thé\ adolescent's search for role
identity, signals individual attitudes to othegs, and
establishes an ‘identification with a social group. The
need foé group ‘identification is espeéially stréng
during this period and any physical characteristic that
deviates from the cultural norm will have alnegative
effeet on the adolescent's self-concept, "Studies show
that juvenile éelinquents a;a' adult «criminals  usually
_have distorted 'pody images stemming from sex-
inappropriate builds. .Their antifsocial behaviour is
partially -an attgwpt to /compensaie for the unfgvorable“
impression thgt they believe they <create onm othérs*®
(Hurlock, 19b£f\§. 326). .

Meighan (l971f measured the‘selfﬁcéncepts of a group

of visungy . handicapped gdoleécents against the
self:conceéés of other adolescents using the Tennessee
Self Concept Scale. His results show that all the basic
aimensions of the self concepts of tgé visually‘
haqdicapped proved To be& negative by at least one
standard deviation from the norm, Lowest of the visﬁalfﬁ
handicapped scores were in the identity column whicﬁ

/ defined the way that a person sees himself  as an

individual and distinct peisonality, and which he notes

-
s

is the most fundamental perception of the self. Such low
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scores, reflect a doubt about self worth, feelings of

‘ahxiety and dépreésion and little or no self confidence,.

- Also ext;emél? low was thé score reflecting the physical.
‘self concept which measured body image and physical ?f
;ppeafance and skills, Meighan notes that tﬁis low score
i;’Qery understandable in the handicapped person, but as
the physical self 1is a dimension of the self concept,
feelings about the body are _§ommen;urate with self
esteem. "The feelings - of negativism in general that are

. present in the wvisually hand}capped. are definitely

. related to the physicdl loss that they experience
. " . ' ~
n . 1
through their disability" (1971, p. _32).

L
Maslow (1971), Mead (1934), and Meighan (’1971}/ate
~among the theorists who maintain that the determinants
in the 'devel opmént of'.the self concept are found within
the external world, rather than in innate or heredit&ry
factors, fhe siénificant people in a child's life: his
pareqts, relatives, peers, teachers, etc., their ~

attitudes and expectations of him, and respect,
acceptanqe -and security accorded to him, will establish

his or her feelings about self, Meighan attributes much

y

of the negative self esteem of. the wvisually handicapped
to the attitude of society toward those who deviate from

the cultural norm. Such attitudes also affect those
N ,

N
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édolescents who have minor physical defects or who are
overweight, too thin, too tall, etc. and cang.greatly
infiuence the maturation of the total personality.

' Hurlock (1949) and Rogers (1962) note the influence
of soci-cultural factors on the formation of ghé_ self
concept but alsg'point to biologicai influence.’Hurldck
describes the association of persgnality type with body
build, the effect of poor hgalth on the self-image; aqd

the marked influence on personality of 1Jlandular

disturbances. Rogers says: )

Indeed, each individual's biochemistry is 2

~unique;- and it predisposes him to‘ react
selectively to a continuous barrage of
environmental stimuli. Among those
sociocultural factors which most importantly
modify an individual's persona}ity are family,
peer groué, and school ' experiences. The
potential impact of each factor is modified by
an individual's own trait-organization to
dgte; that is, he is no mere sponge scaking up
whatever impressions impinge upon- -him,
Instead, from the earliest weeks of life he’
mainf®ABN certain traits  .which - become !

- 36 | 4
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increasingly refined and resistant to change,

(p. 70)

L}

1

\
Rogers goes on to say that the individual

s \
nevertheless does have the means to modify basic traits

and that the adolescent can be helped to achieve,

self-enhancement by encouraging the achievement of

personal goals, the sharing of disclosures about the

self with significant others and the -formation of a

realistic self ideal. The adolescent should be
. ,

encouraged to understand and accept his own personality

traits and individual needs, and to learn how to modify

or develop them,
pn

, ~
Maslow agrees with the view of encouraging
sélf-knowledge:

4
if _we want to be  helpers, counselors,
.teachers, guihers, 'O[ ésychotherapisté, what
we must do.is to accept the person and help
him learn what kind of person he 1is already,.
What is his style, what are his aptitudes,
what is he good for, not good for, what can we

\ppild upon, what are his good raw matefials,

his good potentialities? We would be

37
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non-thréatening and would §upply an atmosphere
of acceptance of the child"s nature which
reduces fear, anxieéy, and defence to the
éinimum p;ssible. Above all, we would care for
the child, that is, enjoy him and his growth’

hnd'self actualijzation, (1971, p. 182)

I have cited several studi@% in human psychology
that recogéize‘ the relationship between the body—image‘
and the development of a self,éoncgpt. The nqtion oé‘the
self is learnéﬁ from many perceptual experienbes, and
‘'positive experiences.that encourage self understanding
can modify the development of a negative self image. The
influence of significant others within the’school system
on the development of the self concept has been ‘noted by
" Hurlock, Meighan and Rogers and there ;s a need in
séconQa:y.school education for planning curricula which
cont;in the affective domain, as well‘ as the pognitive.
Changes are urged in educational planning to replgce
irrelevant courses with ones that reflect todays world
ana experiences, and which will prepaze students to
function both in their own culture and in the dominant
Eulture. An influential report, 'Youth-Transition to
Adulthood' by the Panel on Youth of the President's

Science Adviéory Board, 1investigated the status of

38
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gsecondary education in America during the 1960's, and
recommended: 'thag“fyouth acqﬁire capabiliiies for
fulfilling the demands and opportuﬂities they will
confront as adults, ‘and theréby gain thg self-esteem and

self-fulfillment all persons need" (Lewis, 1979, p. 27).

Art education has a greater capacity for effecting

pJESOnal growth than many other subject areas because it
S ,

ters a subjective and individual reaction to ideas-

and perceptual experiences. If an art proéramme

encourag-:‘g'e student to express his own identity and

pSs of himself, it follows that art education

may prove to be a means of developing self

understanding.

-
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. " Chapter 3
BACKGROUND TO THE STUDY

*I see myself as others see me, and I am what 1
want to be” : ‘

1

Burton & Whiting '
(Rogers ed. 1969, p. 65)

’

Justification for the Study

The ﬁbpve definition of ego-synthesis say, Burton and
Whiting"can only be achieved 'throuqh a process of
identification with a;d envy of.adult status Bot{granted
£o the a@olescent. ‘There will necessarily be 'a

discrepancy between the ideal and attributed identities

as the individual finds new and more. appropriate ego

jideals and rehearses various role models.

Havighurst (1952) examines developmental ‘'tasks' to

~

be accomplished by the maturing adolescent before he can

srrive at some degreq of ego-synthesis,  He 1lsts these

- ‘tasks' as:

1. Achieving ‘new and more mature

relationships with age-mates of ~both

sexes; o h

40
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’2. ‘Achieving a maséuline\or J%Zminine' social
role; 3 ‘ ‘

3. Accepting one's phyéique .and usiné the
body“effectively:

4. Achieving emotional . independenqé . of
ﬁarents and other adults;

2. Achieviﬁg " assurance of  economic
.independencq;

6. Selecting and preparing for ah‘occupation;

7. Preparing for marriage énd‘family life;

4

8. .Developing intellectual skills ,and
concepts necessary for civic competence; .
9. ,Desiriné and achieving . socially

responsible behaviour;
10, Acquiring a set of values and an ethical
'system as a guide to behaviour. ' (pp.

'33-64)

. TEe developmental needs of' the adolescent in

xélation to the 'growth of the self concept were

discussed in Chapte:/ﬂz; the philosopifies of Erikson.

(1963), Havighurst (1953), Maslow (1971), Rogers (1969)
and .Sullivan (1953) ~-have encouraged educators to

consider these needs in curriculum planning.
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Education, inqluding ért edugation, should

strive’ for. the development of a more open
3 q ,

educational structure in which children are
liberated and' encouraged ‘'to make their own

-determinants about the vital learning

\

experience -- events ‘in which they should be

" participants rather than spectators,
) O

(schwartz, 1970, p. '169)

Scﬁ&artz ;eiterates a gbal that is éénerally found
within current objeéEiVes defined by curriculum
developers at the secondary level. An emphgsis on Epe
individual, the determining of individual student needs
andvthe acceptance of responsibility ﬁor le;rning by thé.
Lndiviaual,lis seén in studies on secondary educat;on'py
Banks (1977), Charity (1972), Silberman (1975), and in a
report by éhe National .Commission on the Reform of
Secondary Educéxion, New' York 197;. Edu¢ators express
the need for the student to be givgn facilities for
putspiné his . own goals and motivated to 1learn 'by

[

discovery.

L

The only way to allow for this self-"

determination of individual behaviour, with

| ‘

respect to .-the anticipated eff®ct of Ssome

t
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- Education Association (1§70,°p.‘20). b

1974, the N.A.E.A. objectives

imagined future, is to allow expression in the
present. of thé - individual's ' drive ' to
fulfillment.,,. .

The plain matter . of fact :is that the

[

individuals being -ediucated tend to establish

their own norms .or objectives on the basis of

the ' values they themselves projéct for' their
3

- environing social world. (Xaelin, 1969)

Y

%

P

- v

The motives congeniaiv‘td cohfidence~building
are to support-a self-image of creativity,

worth, or independence... Onh .the side of
compeéence—build{ng, the persghal' theme - for

tﬁé student is’. self-discovery plus

achievement., He wants to discover what his

seeks personal strength, po&er,‘and autonomy.

R 3

N By

. ' ®
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Herbert/ Thelen wuses 'Emphasis bn Personality.

Personality releasing' as the headind‘for4 one model in

. PR SN . . . -
" his fPropositions for Art Education' - National Art

:‘ goals ‘are, what is important to him; ‘and he . Vo

':“)’

E. Lewis (1979). points to the Coleman et al report

1972wapd' curriculum

ws
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elements ,proposed™ by Taba (1962), Wheeler (1971},
[ 17 '

chépman (1969), and Kroot (1973) in proposing her own

. - ? .
art education curriculum model for Senior High School

students. The nmodel is presented as g needs/goals
continuum according to the categories: theé Individual,

the Adolescent, the Community, the Culture, and‘ﬁébiety.

Lewis developed. a Cycling Model for art curriculum which

attempts, to link art learning to 'various .teaching-
le;zniné‘situations and to preparation for successful
adult 1iving. She ' further  recommended that:""‘r "Art
educators begome invdlved in 'exploring art cﬁrrgpula
concepts wﬁich promise to ' help them in their qontinuing
efférts to adapt to current and future needs of young

[

people' (1979, p. 92).

Q
. > ©
L]

Influentlal wr1ters on. art educatlon, like McCFee in

Society, Art, and Education (1966), Barkan (1962),

%eidman (1978),:have”demopéﬁrated a need-for educators
:b consider the socib—cultural aspects of the arts and

an integratlon of art with the gengral educat10na1 needs

‘of the school _ Feldman descrlbes art as a catalyst that

can make other things happen: —-’comprehen51ve llteracy,

,1énguage‘skills, unéérstanding of proBlgms addressed by _ °

L P +

the human1t1es, etc.. ' Feldman and'Debgs (1974) ‘consider~

art. as a lqggugge'and. that the development of visual

* I3

a
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langque will assist.t?e develodpment of verbal lanquage.

]

o

Graeme Chalmers (1982) examines aesthetic education

>
as a social study, and says that the challenge for art

educators is for art making and performiné to become a

. . .
way of participating in society. v

hd s

@
B

]

In ?onsidefing the arts as a séciél;séudyr the ~ N S
appropriate type  of integratidn between
experience aﬁd knowleégg would center a;ound
the "why-'I aspects of the a;€§. Students would
' integrate knowledge about . the fmnctioﬁ and
role of the arts in socigtyiwith expériepcé in 2 !
making and perforqing ,cart to perpeéuatg )
specific chltural values, making and
‘perfoﬂhiﬁg art thep urges change and
impiovement in papticufar aspgcts.of~life and -
making and pefformihq art for enhancement and
\ decoration, The studéntﬂ would study artists’
P working;in a variepywof codes: wﬁo, through
their wo;k, Qavé been cultural maintainers, »
social thetapists, propagéndists and ca&alyst§ l
of social change, mythmakefs, magicians,
enhapcers a'r‘ d'ec<l>rators. Students would use
‘the r own art for these same purposes. (p. 8) / X\‘”

§
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Barkan, Chapman and Kern propose a §pxta§osition of

the arts -in their curriculdm devglopment\fbr aesthetic

.o "y .
education - .quidelines. (197¢). The intention of,

preparing the student for enriched 1life experiences is
a . ‘ M

similar -to that of the curriculum developers. quoted "in’

~
tHis chapter, but these writers stress Juxtaposition of

>

the arts rather than integration. The programme outlined

in their handbook is intended to de%élop‘thé aesthetic

experiences of students by allowing them to digcov r the

similarities and differéhces of the arts.. Included in

4

aSk: . [ _‘ s -

-~ . N B ‘
*° 4. .Does the course include at least one unit
v . @ .

on response 0 similarities  and

dissimilarities among aesthetic qualities

© [

through juxtaposition‘af.at least two of’
~the arts?

5:' Does the course.include’atffeaéﬁ one unit

an prbductiqn" 6f_1aesthetic Quélities

> . . .
-through juxtaposition of at least ‘two of

\

the arts? (p. 61)

®

-

\ ’ T )
In summary, visual arts educators have demonstrated .

f 1

that a ‘course of study will be meaningful to the student

&. .'.°‘

16

I

a

i

the .criteria for evalyating Courses and Programs they

1
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if it prepares him for the future and establxshes values

for the self He must be wncouraged to express self

concerns whlle being guided to ase himself within the

: : T .
cpnéext of society and its Mistorical and cultural

A}

development. The art educdtor must recognize the

developmental needs of the” adolescent and of .the

"

individual and encourage their expression., The student

must be given the means to expreés self concerns fully -
Y , . A

in being taught to master te%hniques ada modes of

[

expression and in being instructed in the language of

are In understanding and verballz1ng about ‘the arts of-

others the student is encouraged to place his own needs

. and . experiences within a universal context. Jn

/

-discovering how others have responded visually to basic

;ﬁuman concerns the adoleseent is encouraged in. the
process " of thinkiﬁg and awareness and reséonds. in
relating those concerns to his own, He shohldiﬁurtﬁer be
encouﬁaged ro see the rclatronshlps between’various art
forms in expressing hﬁmén;valuea aeSthetieaily and able

£o use them in expressing his:own.

b



. Goals bf Introducting an Art .Programme Focused‘on  the

’

1

¥

Physical‘Self

*
.

N

-

 To help‘the adolescent in‘makinﬁ decisions about the

L

To enhance the 7plf concept by allowing the student

to dwell on and visualize aséeéts of the self.

-

To promote aesthetic expieésion‘ of feelings about’

the self.

To encourage active or physical expression of °

concerns of adolescents,
1 '

¢

' fut?re, preparations for a career, and acﬁieveméﬁt

-

of personal goals.

{

. , , ‘.H s
. To relate personal art gxperiences to the work of"

<

other artists and cultures. ‘ e

To foster an expressive relationship of art, ~drama

~and music,.

48"



Methodology'

Thié study uses the’ descriptiVé style to better
elucidate the individual {es§99§e to teacher;initiated
art activities. These activities'we;e teacher diréctéd
in ‘their initial ,étages as it was the intention to
facilitate creative ,self-gctualization of thg students
as a. group. As eaﬁﬁ student became self-directed and
established personal expressiVenes§, the teacher took on

 thé role'of‘participant/observer attempting to document

Q

of each student. Working

i

the progress’

-~

limitatins of the size of the c%ass of twenty students,

within 'the

commitments of f&ll-time teaching, and the good will of
the-students'in giving exprqrtime, the extent of the

documentation varies somewhat from student to student.

v
»

r ¥

My subjective, participating relationship

s

was

E)

‘essential to the process because it fostered a climate
in which the individual student could feel that their

value-seeking experiences were also  valued by the

y
»

teacher. Support in art education ‘for an empathetic
relationship between teacher and student in,encouraging
‘self-dipection has been nbted earlier in this chapter.
relationship

Support for the idea ,of an ehpathetic

. between reseagiher and 1ndividual studied comes more

49
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from the areas of humanistic psychology and existential

\
psychotherapy and counseling.
- ' 4 '

-

In saying "psychotherapy and research® .1 mean
to indicate that these two are seed as -

.

complementing each other‘in a’ new way ...

“Gb Psychotherapy .., appears to be the most
éppropfiate tech&iqﬁe for this modern research
whicﬂ, through participatiné experience, tried

‘to ,wnderstand in depth an  individual's
self-direction within the total frame of his

life cycle,

This apérbach pré—éupposes, of course, ‘that
such participating ggperience, and the

\ underStanaings occuriné in it, are considered
by these new schools to be not only a research
vehicle but  also the® most effective
t;erapeutic method. This is brought out inﬂa
number of.stud}es, Qiph the emphasis being put
on different aspects_gf the procedure, In.a
way, this is opposite to that psycﬁoanaiytac

. technique in which the analyst sits 1in his
. "ivory tower®™ or is a "*blank screen"., It is

also quite differen{ from ‘Roger's oriqinél, P

- 50



cohblé?%ly non-intervening technique. (Buhler,

1967, p. 89)
%

O X
)
The role of the art teacher as instigator and

catylist has an influence on the .motivation
and perceived freedomlof the sfudent to puisue
self-expression, The, tguth‘of the éxperiencé;
therefore, can be  best gleaned throﬁgh
personal documentation such as written anq
taped commentary, anecdotal observations and
- videotapiqg. 'The personal document may be
defined as any self-revealing records that
intentionally or unintentionally ' yield
informatipn:regar§iﬁg tﬁé $tructure, dynamics,
and functioning of. the author's mental life'.

(Allport, 1942, p. xii)

Documentation of, the programme through descriptive
means alone, however, wauld have presented a
two~dimensional prcturgz of what went on in the
claséroom. A more subjettivé view by the reseazcher in
my role of teacher/counselor/confidante was felt
egsential torthis study since what was known about each

individual added another dimension to what was seen.

This view is supported by several writers in the field

51
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of bsychdlogy,'edubation and phenomenology, including

- . (1962) . Folsom (1976), notes a 'description of

phenomenological philosophy:

’~ . ~

-

. The empirical ﬁaper éin te;l the reader what
happened during the experience  at  the
_.séiént;fic}or‘academically gbéervablé level, A
subjective phenomenoléqical methodology can
, tell thé Eeader what occuired beneath the

" observable, which affected the statements or

. perceptions made about the experience or .

E
event. (p. 22)

. ‘
R, A»vmrﬂmwmw-yw., » P P
L}
»

Heisenberg (1930), ‘Polanyi‘ (1964) and Merleau-Ponty

the



Chapter ¢ '

-

THE PROGRAMME - PROCESS OF  EVENTS

b4

" The grade eleven art class at the high school
comprised twenty students: - fifteen girls apd five
boys. Ten studénts had completed the grade ten course
and were therefore familiar with ﬁe -and with the art
room, Six studepts in that grodE:had_partiEipated in' a
student exchange trip to New York and in a visit to the
Art Gallery of Ontario, Torontd; the§ formed a nucleus

of art-oriented students who had used the art room as

the centre of their activities the previous year.

»

. ~ . .
On the first day of class, I described my ideas for
a course which would include the usual art activities
and history of art, but would focus on body image as the

central motivating concept. ' e

The response was generally enthusiastic fromﬂthosé
who had taken Grade Ten and one of gquarded interest from
students who either had no art background or bad
completéd junior courses, In ordér to make everyone feel
at ease and to elicit an immediate personal involvement,

. I began Qith an informal questibnnalre about how éhe

A '
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students thought about themselves, both physically afd

T

‘pérsbﬁally, as  well as their proferred- choices . of

colour, design and’ imggery. (See Appendix A for
questionnaire.) . " ’ u

“

' - W
A realistic forus on the actual physical self was
AN

thought to bé ,thg most direct qéy of eliciting a -
personal response and, as facial 'characteristics are aA
major, cncern 'with adolescents (Rogers, 1962), the
" students were askeé to draw a Self—poftrait. The
' assignment given was to be a fully‘ developéd 'drawing,

with a concern for shading and realism, so that the

studénts would spend two or three weeks 1in looking at,

and thinking  about, their physical characteristics.in ah

objective manner. It was also designed to promote a more

‘. Q .

. intimate communicatién between student and. teacher, and

focused on a discussion, ‘of the drawing ‘and its-.
'relatioﬁship with  the subject, élack‘,and white
phétographs wére taken of each meﬁbér of -the class, and
mirrors used to facilitate ‘the drawiﬁg of det;ils;

Students were asked ¢to .choose a natural pose . and

‘expression. .

-

v

A reflection on the finished seif—pqrtrait, is a

useful vehicle 1n which to bromote a description of the

54
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s
self-image in the adolescent, accordingly the students’
were asked for a written response to their own- image,.

The cohpleted drawing was‘proppg@ up in front of ea%h
studené, and the following instrgctions were given:‘
Try to comﬁunicaxe with the person in front of
you, Tell me how yoﬁ -féel aﬁout that person,
how you feel about the portrait, and‘anythiﬁg
' else that you are tbiqking at this moment. /Do

not discuss it with the person next to you and

try to writé spontaneously for about ten s
minutes.
- | o A »

) The written responses varied‘ in“lthei: personal
invoivemént-with the 'éther;jpérson depicted~'in the -
drawing, but' all showed a degree of attachment :to the
image. Most students maintained that they had felt
'anaiytical‘and objective while théy were .working on the
drawing itséif -+ that they were drawing someone else,
_but when conftoﬁted with the completed drawing they
expressed a personal relationship with it. Many felf a
'deep cdmmunication qith the éyes of the portrait and
they were described variousiy as: "a mirror',,'éhey can

see your inner self", “trying to reach out"™, "looking

O
through me", "a supernatural stare",



LY

A majority of ‘students had chosen a serious pose,

—_—

but were then disturbed by that seriousness in the
\f;nished drawing. In describing thefSe;ious:'thoughtfuf,
'“?spect of the ‘fgce before them; most referred to it as
thg W'o;hef' person wh6 Qéé '}onely', *questioning”®,

"puzzled™, - and only two students ascribed that
seriousness to an aspect of thir own personality.

[}
"
o

-

All the students' responses showed. 'that the

\

B - \
self ~portrait elicited an expressive reaction, ‘and that

the act1V1ty proved an 1ntetest1ng exper1ence in &ookxng

at themselves., (For individual descriptions .bf their

«

selfqportraits, see Appendix B.)

s

From a realistic pontrajal’of the actual physical

13

self, the class was then 'guided towérd an expressién‘of
the ideal séIf; They were ésked.gd think ébéﬁt_whdf
qolours; désigns and - symbols {éprgsented‘ them as
indiviauéls} this was in" pfbparaéiop. for a étqdy " in

”

paint which wéuld be applied to their own faces..To

-

support them’in this selection a discussion of facial

imagery and its psychological, social, cultural Anﬁ

emotive aspects was introduced with slides of por;rai:s"

and masks. Interest in face detoration was stimulg&gd by

;
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large coloured illdégrationé of face painting“byfoficgn
. tribes, the peoples of ' Papua New Gui#ea, and
‘contemporary pop grouﬁs. I&‘ order to get‘ Ehe'claés
physically involved, abstract paintings were projected
on a screen and each student moved in front of it, while
‘the rest of the class discussed the effectiveness of
_\pg}té of the projécte% des&gn on the face,

. Pianhing the design for faée.painting proved'to bé
?he most difficult part of- the course ’for‘ several
Astddents.'fhey expressed enthusiasm.about,the ﬁrobess of
'aétually applying paiptrtp their faces, but felt it too -
scon‘to make a decision about hSE they wanted to pprtray
themselvéﬁ. This cdhcern ‘was an aspmct,uofﬂ berta}n
students' need to see_ the Mholé-fﬁi;tUFé Erom the
lbeginning“ They‘expressed'; concern that the " image that
they presented of themselves at the end of the year iéga

coherent one., Thus, the decision about. face painting was

an important_ one since they . consideted their . face a

?

focal p%jnt of that image, Tﬁis"need provoked much

°

“discussion améng the students about themselves, their

self-image and the way in thcb others saw thfm.

e. ) d‘
'I observed how 1those_ sEudenEs’who had . a well—.g
. differentiated image of themselves and worked very

-
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confidentiy on their representations from the beginning,

often took on the role of adviser to those who were

“~

struggling with their own self-definitions. Others did
not feel the need to make any decisions about

themselves, but to let Bhe idea folldw naturally £50m &
f :

.
. ‘ 4

another. ) -t ‘ -

\1 .
\\\\Ech studént§yas asked about the thought : process ~

that led to, theif “designis for face painting.- Ten

' students describe ‘the</assignment as. a pure design,

problem based on thed 6wn featureé They wanted to bt

emphaSLZe an area of their faces or blank out features,

or they 1gnored the three- dlmen31onal aspect of the face
i

L_invexpressing a desire to create an interesting design

. ) - T |

. L b 1]
wlthln an oval outline, In several cases, students

carried through an idea or theme that occurred to them

during thiSAProcess. Student S saw the cleft in her éhln

»

as @a diamond and_went,on to explore a playing card .

4 v

~game-of-chance theme.- Cs i .

J \_~

The other half of the c;ass said. that they began

-~

w1th an abstract caﬁcept,'hsually a symbolxc one, They R

‘ var1ously determlned a \de31re to express 'lrfe',

'death', . 'growth', - 'illusioh',‘ SMimprisonment®,

»

'freedom’, 'a striving'ifor classical perfection', and
’ ® - ’ -

*

3 - Y
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the opposition of the ‘'credtive versus the mechanical'.

\ .
They attributed thgse concepts to their own personality

and perception of \@he world and self. Student .K's

~

. i \\
desc,iption‘ellucidaﬁés this: .

. I's
I got my idea throygh the concept of life. The

Sun is 1life's endrgy and brilliance. The

~

colors are like a rainbow, pure and simple.

The lips°=$re red for passion. There are

circles because life tkavels 'in circles, and

" the lines are .ideas stem ing from the standard

.

circles of life. The 1in S'qun my neck, are

A

life-enerqgy flowiﬁg all thr ugh my body. I got

these¢ ideas from my outlo k,'generally. I O
well not ' life, ’

o
symbols were

" wanted to express joy. Life,
. but half of it 'is; joy. The
solidified”through my‘yogé‘ biass §: the sun,
and later on m? body bird and othe;k 1ife
w symbols, Light equals perféc@ion_of thoughg.

The class, became divided into’ two .equal parts. .

.

Whether this exemplifies 'Lowenféld's description of a .
'Visqal',or.'Hapticf approach'tb eXthiénce ~is a matter

’ ' -~ ‘ . :
. ,0f conjecture., While students started with -either an

'objective -or a subjective orientation resulting work -



)

often_ showgd a crossing-over aof ’the two, Haptig,
Sensations were consciously :ﬁrovgked siqce‘ the' art
experience was designed‘to direct the adolescentutbwardﬂ
se}f—abtualization hbrough the self—ébncépé of'pﬁe'body.'

-

The involvement) of the phisicall self for. each

*
“

student in his or her art work .came about on the day

that their desjgns were transferred to‘their -faces.-Most

students were delighted at the prospect of being ablé to

enhance -the wusual routine Of Ecﬁool lite» and chose to

L ]

- come to.the art room during lunch sc that 'they could

wear ‘their,,new faces to afte:noon"gla5§és., Others
painted their faces! éhr}ng the last 'period of the - day, .

were photographed, and either removed iillmmeQiatelyﬂor

l

. L]
wore it home, (For photographs ' of

Appendix C.) . ‘ - _— o $

- .\ . . . .

© e . . W
D ¢ R

Large 8:x 12* photogréphs.of-the face paintihgs-weréf '

displayed. Each student was . agked  to.describe how!they
felt about the result, an&ﬂto_aﬁéiyse the. difference

between their two-di@ensional design and its application’
to a threewdimensiomal surface anc its transformation'’
back to a two-dimensional photo. It was a revealing and

- . N g hl .

personal approach to the teaching of pictorial analysis
AN " ' . . .,‘ . . C N . - o -
and the elements of design. o . '

/

face paintings, see'.

?' '
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space’ with no features, -because hfé kfacg did net

Y

A égsctiptién, of one ,pf _ these  unstructured
inéerviéws w}th,é student iilustrates his pérception of
piétdrralvspa&e and his>own/;eaction to the experience.
In a compé;xson of the oridainal, paintiné‘ with a
photpgréph of gig gaiﬁted face, he maintained that‘thére
was n@ ;hange 1n ﬁpe ar:éngement'of space and that

. . ! /
therefore he would have been content to leave his design’

- on paper. There fpllpwea a disguésxon of flatisbace in a

design; és oppééed.tq the dimension <¢reated by line and

colour, as_'Student J‘described which faces he saw as

,‘flat‘even though painted on a three-d1méns1ona1 surface,

For him, it appeared, e&ch face was « flat space and its

Ehree—dxmenéiona}lty an aspect of the design created on
it;'raghe} than a-quality of the form igself. L

S . .
S R ' . ‘ T . 1N

N
v

'_1n déscribmng how he had arrived at  his desiéﬁ, he
said thatAit"was‘important to him tgat he create a flat

a \

" "portray®™ -him. Hg'feii himself to be’adventurous and,

v

/

daring, that he was a rebel WEO‘;Qldi not follo@ the

N

rules, and that he was "different” from other people. ,

-When askéd_ apout pthis "difference®, he brought . the.

discussion back to his painting, describing the black:

area as-'a "shadow" which.is the part of himself that he
. ' < ! [ . N

~ N -

S 6l
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keeps hidden from others, the white as that paft he

-

e
N

wishes to show, ; ' A

*

Qﬂ being questioned é!? to the value of actually
. . ) ] . )
applying th® design to himself physically, since his

expression was difected at the two-gdmensional surface,
he. responded that ~ it had .provoked him into expressing

-

hislfeelings about himself

L

N

result a very satisfactory portfayal of those feelings.
It is possib;e tﬁat he would'J not have reached the same
level of intimacy had the idea of applying the design'to

\

himself not been there.

N '

'At this .time, thedclass waé"askéd to take the
. . . &

layering over their physical ;selves'qu step further;
i/e. to ‘maké. a mask or head coveffnq._The choice of

media, and of how extensively they wanted to -cover

theméelves, was'an individual one. In the end that"

 choice varied .from a hand - held fan "to a “large"

balloon-like form that came down to the wearer's knees,

Again, as at the begiqn@ng of each“aigvious stage,
‘this was a period of introspection, Faced with-a variety
of three-dimensional media: - clay, plaster, wire,

styrofoam, etc., many students experimented with several

: .
. ‘ . '
62

visually and that he felt the
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ﬁuring the process of deciding what aspeqt of themselve

they wanted to represent. There was much discussion,,

between the students themselves and with me, about how

into a more permanent form., Some students g91ved”this
problem by taking 'a shall step in the same direction;
+i.e., by casting their own face with, plaster-covered

- #"§A\gze and’ usinhg the mold 1n a variety of ways -- as an

' 7/
" extension of the Qri;?ﬁal,xdea. Othery wanted to show

‘opposite feelings to théi; - original ' ones in an

expression of what one could 1interpret as the

- \ ‘o ; : . .
adolescent’s change of mood, their black and white view

of the world. Student K, for example, moved away from

" her paimted 1llustration of Joy, to a paper mache mask
C ,

that portrayed sickness and misery.l

-

‘fhese masks often became a focal point in the final

‘l

drama  that - wds videotaped at the end of the year,
Student N destroyed - her mask as a way of'expressing her

new Eo@nd fréedom from past fears. Student B made a

-~

series of sewen plaster masks in which he attempted to
show a progress%on'towatd:f(}fhe purity of creation and
away from the interference of a boring, mechanical

world® —

[

they *could develop their ideas from the face painting



‘o,

< . “ *
Body ornamentation was introduced to the class  as
the next . theqe (in _,early December). It was an
appropriate time as the class was able to look at some

Christmas window displays' which showed costume and

elaborate jewelley; there was an exhibition of body art

-t

‘

at aﬁé of the galleries; Bnd the class was taken to see

'Happy End', a play which used  life-size stylized
puppets. fk@y were also shown eximples and illustrations
of jewellery and other types of ‘body ornamentation, by

v

various peoples from ‘around the world.
| A
At this point, the students becaﬁe more involved,.in
technigues and in objective design -'than, in the
self-questioning prdcess. For some, it was. time for a
'béeak in that process aﬁd they became engrossed in ' the
pechniques‘ of copper enamelling, ‘béad work and .other

crafts. Others determined to carrty through their idea of

7

a personal environment and made objects to be worn - as.

part of that concept. Student N made. a chain to be
wrapped,around he; body to show thét she was a prisoner
of her nightmares. Student Q worked a delicately béaded
head covering to symbolize tht she was "innocent and
pure"®, Studént A strung‘ togetﬁer a complicated
arrangement of \shells. and natural objects' in keeping
with her 'groyth' theme, withlthe'énnoghceﬁent that it

" ] rd

. 4
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was to be worn on her navell
Costume making became a .major concern for the
. N \

following six weeks, Several students managed to avold

' sewing their costume by using cloth as a'flég'space upon

which they wo:kgd their design in batik 6: fabric paint,
and then drapfﬁq it around tﬁeir fgtm.‘ Others used a
variety of se&ingltechniques,"embroider\, applique, and
hooking in creating more elaSorate costumes. The only
requirement was that they creaté 'weatable art' with Fhe

same aesthetic criteria involved in making .an art

Qobject, rather than a display of dressmaking ability

with a conscious désire for the functiopal. In fact, it
was not necessary to'stress this requirement since by
this stage e;ch.student had an . idea of what they wanted
to portray in:their final environment.. The discussion,

about costume centred on how best they could express

that idea using textile media. . (Appendix D' shows .a

sample of photographed costumes. ) ‘

-

The periad before Easter wés spent on ;he last. phase
of theitself—d65¢rlpt1095, i.e,, 'in tke cdnstfuct{on of .
an eé&ifqnment within which the stuaent could act out
the role that he or she had defined. For the fitsk time,>
there was to be a movement away. from the physical'self

65
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in a conscious arrangement of space around the self; In

doing so, the student had to decide how.personal ideas

- Y

could be communicated with the onlooker. How clear that
communication'was to be, was an individual decision, and
while some students added a verbal description, poem; or

song, to their visqal presentation, others enigmatically

moved through. their personal space and léft us “to

perceive what we might, in the manner of projecting

interpretations onto an abstract painting.

-

The environments varied greatly in complexity and

‘completeness. Some students were content to paint a

' backdrop or arrange objects around themselves; others

S

needed to surround themselves totally, in creating a:
space' that would be the extension of their bodies. .

Presented with the large, open space of a school

gymnas:ium, some students arranged a personal spacg by

choosing to*work within storage areas, or built their

" own constructions usingt\shgets, draped materials,

painted flats or shaped styrofoam., Student N built her
own 'cage' as a wooden rectangle covered in plastic, and
used the back of Student M's construction to block the

area behind. it,

66



While they were completing the art work for their

environments, I asked the class to write a script for

the videotaping, with a descriptian o} visual 'effects

desired written opposite °~ an audio sequence. The

introduction of music and sound effects into what had

.hitherto been a discussion of the visual, was met wiph

enthusiasm. The students immersed themselves in a debate

of musical style, the merits of various groups, and the

"whole popular genre, They exchanged tapes and records

and ac;ed as each other's‘consultants ?n offering music
that they" éonsidered expressive of a specific idea: The
Anvolvement of the adolescent in contemporary mﬁéi; was
made very apparént,to me, aé an‘art educaLor,? during
this ‘period. I had used music in previous art

programmes; i.e,, as motivation for design and subject

‘matter in conjunction with art history,  and as a’

’

relaxing background to studio work. Now I am resolved to.

use, music in.a more direct and intimaté way in future

programmes; i.e.,, to encourage individual selection of

music- as a-means of  eliciting a personal response in

art,

The ‘proposéd scripts for each 'sequence .to be

videotaped were discussed with me #n detail so that

technical problems and special effects could be



"
3

’

resolved. Some ideas had to be changed or replaced
because they were technically unféasib e w?fh a single
camera. Audio seque;ces.we}e‘ timed y4“and adapted where
necessary to gﬁt musical background and cémera movement .

The. day f taping wa§ scheduled for the middle of
April. Students arranged and ”cqnétructed their .
énvirdﬁmengs in the gym the day before.» I had ‘Liétened

to most of the audio sequences, and ' had discussed many

aépedts‘ of each stage of the 'pfogramme witb' Ehem'l

throughout the year, thus I thought that T had a clear

-idea of what wOuld:happen.

After a structured beginning in the art room ’in

which ‘they repeated many of the processes .that they had

gone through, for use as an introduction to the tape, we

moved to the gymnasium. As each sequence was taped,

-however, the results were often spontanéous and

unexpected. The difficulties of arranging for use of the
qym’for more‘thad twondays, had meant- that filming haé"
to be éompleted in one day, with no‘time'fox rehearsal.
Each sfudent gave éamera 'dxfeftions beforehapd, went

throdgh the’actions or explained priefly what imagg was

wanted, and filming of the sequence was then wusually:

done in one ga(e} The effect of this, on myself 'and the

4
]

3
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: s ..
class, was that .we were given. a new picture of many

sequences, as movement, lighting, and sound, were

?

conjoined with works of art. This was often due to the

drahatic‘shift in foqus provoked by the media. For, in

art making, concern had been with the static object, now

¢

the cameraxbrought the persohal figure, body movement in

time and the total concept, into the foreground.
" : . . N ‘o

. we were presented with a fresh look at each student’s

ideas; it was as if we were all involved in a

K]

'Happening'. Thg major drawback was that filming ,took

f>om 8:30 axm, until 11:30 p.m., with only one short
break. for the cameraman. He 'displayed incredible
- . &

patience and stamina, and those students that gtayed to

the “end, retaiged their enthus}asm,‘but it meant that

- ~

the last few students were not given as 'much time for

explicit directions as tHose at the beginning. It would

A

have been fairer and more relaxed, to have given ~ two

days to filming, e

The quantaqe df :this spontaneous filming was ‘that

\“\\ ]
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N B i .,

" o L . . ~ve

I had intended t& end the videotape with the
‘students discussing theiz‘presengétions and their views

"of the whole ‘project. Lateness of filming had not
. s -] ‘ .

.allowed for this, so I substituted taped classroom

discussions along with photodraphs of ;their, £aée

‘paintings, as a conclusion to the tape.. . '~
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Chapter 5. o ' .
THREE STUDENTS —‘A PROGRESS REPORT .

e

| S o

ﬂ~,désé:iption of an exberience, by a class of,
fgtudents is hecessarily~a generzlized oné, though 1 have
attempted to illustrate that experience with some
. "personal - examples of events thdfpoccurred duringathe

'

-process,

' ) . .

[ ' ' T .

'The reaction to the given aﬁsignment” was ‘highly
'indiviéhali and the resultant :}ﬁéotdpe”expressu. the

diversity of that reaction. In describing the results of

using the physical self as a motivgtinq coneept in.
teaching art, it became apparent that I should choose a H(i;

few students for an in—dépthflook at - what had- “taken

pi;qe during the year, so that. the. gfocess could be
i ' ' . ’ . v T
. presented more clearly. Ighad gathered material from the

students, i.€., 'written. description and impressions_

‘* ' about some aspecté df'ﬁoth'art making and their ideas,

' ,

‘and 1 had taped interviews and discussions at various .
. ' "« » ’ ! 5,

- intervals during the programme. .
. Lo g ~ L . ) . - E ; L. . .,
‘ * : K2

' 'Fot the detajled study I selected three studants who .

‘~‘provided an’ interesting  insight inte some aspects of- '



»,

-

adolescence, and who were verbally expressive of their

ideas. In following the progress of each of these three

students, I have tried to,follow the chronological order

of the events; this was difficht with Student B gs he
often worked ;q several things “at the same time and
rarely submitted writteh‘ re%orts; The three students
whose progfess éepoablfollows are identified as Student
L, Student: M, and StuﬁenE\B, in that: order. I have
included the rgpfoduction of Student L's poem, with her

consent; since it was the catalyst of her "expressive

'sélf'description. (See Appendix E.)

5 .
¢ €
-

The observations are persenal ones, by, .me, ‘drawn

.l A &

“from knowledge of each ‘student in my role as art teacher

And age' not, intended as a psycho-analysis oﬁ_each.yThey
_are included to illustrate the role ;f - the programme-in
promoting self-actualization. -

’
v
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,\(‘.

o+

together '1n a sort of harmony. My mouth 1s
.calm expression as well but sort of angry or

" . maybe ‘trying not to-look angry, It 1s rude to

/ ' . ~ ¥
/i - -

lot of respect ' for -hyself. 1.&16 1t very

objectively so that i1t woulcd-.be as real as

2 . 3 v

possible. My nair 1s guite soft ancé that soft -
qualit® . came through 'in the portrait. The
collar 1s well-shaced but not exac€.,My eyes

are perfect, 1 really lfge my ‘eyes. They have

" different preces of c¢olour 1p them that blend -

—_

/

L. . ¢ , "
good. 1t is ’exac;Qy like mine. It is a’;;hﬁ

negative. Ag if I'n puzzlina ‘something-out or
throw your emotions 'On other people so I'mM

*
trying not to look andry. It does Jjustice to
P ' ' .

. me and to how 1 feel
In a description of ,how hgr face painting developed,
Student M wrote: = . "
L
. S e . . .
3 At first, I thought that .I would create an

S

intéresting 'effect on my ,face.'I guess’ the
ide!rwas sparked by that newspaper oarticléaon

the Peking Opera which featured a 'playef who

. A ‘ ‘ — ) .
drbssed as a monkey. I wanted to get id, of or-

shorten, my nose as he had done.

- |
.
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b
I discovered 'a geometric' pattern with a

circle, a square, and a triangle, that
satisfied me, but I decided that perhaps I

.-k _ i ‘
could see what other patterns 1 could create,.

I drew a series of faces and experimented with

patterns to see what effect I could get. I was

-looking for something that .I really liked. So

it was really by experiment and chance that I

,?tumbled upon the combination that 1 really. . .

4

liked, 1T decided to dé it 1n black and white

because the pattern was thing in rtself,
‘and‘the st'ark contrast bfougr the wuality
of 1t, -
(\
~ 1 : ~ .
Y .

‘The last thing 1 did was experiment on where,

o
.

‘the .black and white should be placed.

1 t ot v ¢ l

I tried twé masks that ‘were exact opposites

: aﬁd 1 choseAtheﬂ”one that 'is now finished

" {(Black on white). . )

- [
+

In a taped discussion of the photograph of her

-

75 ) [

face

painting, Student M elaborates on the ideas behind her



~

\

choice of design:

Y,

« the idea of being trapped, she replied:

-

[}

N -

» s

It's sort of like a prison of bars across my

rs

\ . ; .
face, but I liked the 1dea of being trapped

like that. ..

K]

v
-

The *face painting is a representation of you,

1 .~ . . \
"it's not Just painting a bunch of limes on .

your face, that isn't 1t, 1t's doing’sofmething

that 1s you.on your face, And 4f 1t comes out
a bunch of "lines 1t should be because of -a

whole bunch - of thought, not jJust because you

felt like painting your face with a butterfly
o ~ o

.

. , .
or something like that... ‘

|

T liked the feeling, 1E"s like a nun's habft\'

1
A

1..it sartzdf ¢loses your face, -and I ']ﬂst

Liked‘that feeling:‘ . !

—
—

e ——— e
4

-~

When asked if she thought she would carry through

2

o, a,( e
‘ -

No, not trappedf I like the idea of wide open

. .

space and that isn't exactly a wide open space
is it? It's strange but that is the ekact

-~ A
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contfadictioq of what I want to do. I was
*thinﬁing of <clouds and sky and a ‘beaut;ful
sun. ‘Like living among the.clouds and having
the whole uorld'\in front of you to see, and
that 1s not éx;ctly the same 1m$ge is/it? Sort
Qg'trapped within yourself. But the concept of

-

that and the concept of the wide open space is
the-exact opposite}‘ahd that is what interests
me.# SO a person 1s finite and a wide open

space 1is infinite: - you could put it that way

too,

. N ‘
FQr my mask 1 want to- do a face that is
frowning because 1t doesnkf know what exactly

15 happening next. You Kknow, whdﬁ somebody 1is

’ﬁrying to figufe“out a problem ... that's the

kind of face 1 want, And when 1 start feeling

like T'm getting somewhere, like I know.what's

~going on and I think 1 know the answer to the

problem, then 1 want to do another mask\ of’

somebody saying: 'Eureka'.

-~

- T

CIf 1 §Eart feeling like 'Eureka', then I'll do,

another mask 1ik& that and I'11 put the two of

them in the %orld: Or I might jusTileave the

.: e



o
.

" other one away. For no1‘ I'll do a mask ‘of the.

-

confused person, I'm not too sure; and later

on I'll . doa 'Bureka' person if 1 teel that
way. N

-

Student M then combined her i1deas of the nun's habit

and .the frownimg expression with her original geome%rica

design bx stitching a white ~ face covering sand -

. 4 4

embroidering definitive line oh its s:gféce. ‘s
| A
During the maklnq. process, in trying on the ‘head
r‘cdvering and Mrapp1gq and unwrapping it frém her face,
she “discovered that she was 15 fact d01n§,what sﬁé Sad

intended wath'ﬁ the ‘'Eureka' mask. A second mask

) /
therefore became unnegessary, since, by wunravelling the

frowning outer covering, she coqfd use her own features

 to-convey a sense of opening up to the world. ' Y
B . :

'

. . :
' - ! - - ‘. . .
r ~For a costume, oOr bogyb\coverxng, she continued

working in. the sheer white éagze that she had used for

[

‘her head wrapping. "1 wanted a flowing costume that was

a simple shape and élean and pure looking, wh@ch is why

I, chose white. wWhite symbolizes purity and innocence."
. \ 7 [

Student M pursued this theme and the use of white in

designing the environment in which she would place
. : ’ ‘ ‘ '

'

'S



e

heiself as.a swhrouded, white fidure,
L
In the video presenta&ion; we’éee a cav;—like space
of white drapery 1nside which her body 1s entangled in a
webbed arrangement of whi;e threagds and vé;1ous texturés

" ‘. .
of material. She slowly frees herself of her face

wrapping, 16oks around her, and begins to strugglq '

‘thrquqh the tangle of threads. Enmeshed in the centre,

,sﬁe ‘collapses ﬁn despair. The tempo of -the music

changes and,'ayakening, she looks up again with renewed

determination and begins to pull down the web around

.her. When her space 1s finally clear, she discovers the

-

.world suspended 1n front of her, First she’examines it

. curiously, then’ tries to‘break it. Unable 'to destroy the

globe, she backs into a corner and contemplates it.

s

‘After an BntervaLY her face takes on an expression of

undefstandinq. Finally as a symbqi of her acceptance, an

<

image of the\world appeqrs on her opened palm,

1 was just telling a story about this person
t
who was alone in their own mind, and’ who
. ;o= '
discovered the world. And who didn't like the

world too much at first, as they started to

discover it, but then decided that they could '

4

live ‘with it. And that's what happens to

K

79 '
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everybody when they grow up. They:- go outside
of themselves a bit and see that there are
things in the -world besides them.

v

Observations

\ ) «
.wOrking”intuitively through her feelings about life

around her and the aesthetic qualities of her art work,

&

Student M's videa presentation expresses a summary: of
. , P y

. the adolescent ' experience, She said} in taped

’

conversations, that ‘'she had thought about herself durind

the making process, but she maintained a personal .

objectivity in describing her idea. "1 ‘wasn't saying

anything about myself, I don't think. I was just-

telling a sto;y ..." That story depicts the transitions
of adolescence as:she‘describeé visually the struggle
for independence and self-definition. In her ‘discovery
of the world, she is illustrating the need to find a
piace in_ society. At firs; in a rebellion against it ahd
finaily in adjustment ‘and adaptation to it. . The
. discovezx anq\?cceptance of the world can also be seen
as a description of the establishing of an ego identity

—_

and .an ideal self, - L

o

~
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re:igcts nothing. Am_ I always that ;erioué
1ookin§?fPeople "say 1 am, péoﬁlé éa& I look
"angry,sometimés, maybe inside I usualiy.am
angry! Espeéially when 1 think,.l get that
‘stary énd a&gry, degressed look.ltI }panét'
éoﬁcéntrate on whatil‘ﬁ thindking. 1.dmn'¥-likg
— the way I are; <me,‘it abesn't look 1like ‘me,
there is no noticeable resemblande. |

»

About face painting, she Qrote:
wgen I'started my mask, 'I wanted emphasis -on’
my, eyes. ;.wégLed a,very plain, hét colou{ful

:' mask . §owfirsp I 5ut’black around my eyes and

I started .putginﬁ black squiggly lines. 1t
iéqked too usual. thodgh. So..what 1. did is, I

. 'separated ~ my‘ face 1into Tthree éar&SJ' the
- forehead, the eyes,_aﬁd théf,boitom.part of my
‘face. I starteé drawing curved '‘lines again but
\ this time, the 1inés ‘pf'the forehead would go

. upwatds and thg bottom 1lines going down,. To
emphasize my eyes, I put lines going acrogé

}uﬁdef my éyes; The way I chose my colours was

' ' i
first from the lines wunder ;he\ eyes, I put .-

Eed .

“them gold so as to separate the black up‘anddl

—

oy

(e



‘o,
“r

~down lines. Then I decided that the eyes,

p . .eyeliés, etc.’ shoula be striped black -and

| gold, then l€ading 'into the forehead which is

black and gplé. I got thisiideq because the

'way {;\saw thelb;ack 1§ne‘ and the golg’kine
RN ‘ ,

intermingle to make the black and gold mixture

N o
over the forehead. - . :

.
° t
Discussing the process later, she said:

.

~ - . TI.liked painting my face, I enjoyed it. 1 love’

'puf;ing-things on my face, hiding'myAface and

N expregsihgl things on my face. Or I like

- L
¢

d;essingﬁ.up and aéting and dancing becausé'
. it's a way of expressingéﬁThough 1 can't say

what I was exp;essing,'I jﬁst started from the .

\éyes,and qént~on, \ ;

Yt R

' '-“Student L worked'wiﬁh Her visual and aesthetic sense

~in - choosing her' media and design. Her only conscious
A idea of self-portrayal was that. "I wanted to paint

o . . o
| - .
. T

éométhfng-welegant'. . Her use of:playk\and‘gpld for her

mask and costume illustrated that ideal, and she
déséribes a vague image of HerSelf in a long flowing
c o outfit,'with éold in her hair, standing beneath a.

-
\
\
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perfect golden sphere. She found herself unable to carry

through this image however:

rl

]
°

Ed ° .
When 1 started doing things, I had another

design in mind With the environment it's
’ i [] . .

the same thing. 1In tgg middle its more I knew

what - 1 was doing: - cifcles.and things, and
PR
then it get out of - control. Same with my

3

costume, it was different when I designed it

and at the last moment I changed it around, 1 <

wore it a different way, Or my hair. The fact

’

that I frizzed up my hai;_madé it look strange
... It fturned out to be primitive, but I had
wanted something elegant, Themask portrays the

‘f elegance 1 wanted, but_thg other things don't,

’
2 N —

Her chande of directiion became a conscious ' oOne

';qwérd the end of the “year when she was trying to find

musiq\and 'images that would fit a poem she had written

" previously. At this time, she discovered phe golden

papier mach@ ball that she had.:made earlier and

discarded because it was dot perfect enough for her

1

elegant ihage. But now: : \ !

1

s



It was how I wanteg the shape. ...
.aﬁduﬁent out, and ‘danced with .it

- gold and portrayed the world. |,

1

»

~J
I grabbe

ce. it

d it

I

was

I just let something inside go out, like in my

dance, I just let what I was feel
[ ]

‘that ... in my movements you can s

/—

ing go

ee that

_into

it

wasn't a planned dance. I was listening to the

music and I just let my body do'everything .

’
»

I was thinking of the essence of the poem, the

essence of the poem is the ess
‘ -~

' whole thiné. I knew the feeiing I

~

ence of

was tr

"

" the -

ying

to portray. I was trying to portray this vergeg

of being disgusted with things,

maybe, but not 1nsan1ty Just thls borderline -

of insa

nity

where you see 'things éhat you don't llke,'but

you hold on tqnthem, but you wo
L, .
Where you haye- them in your hand

playing . with ,25 and you're

‘'yourself. And there is this ecstac

then this going down at other times, and this’

-~

to do with it. So I-'was portrayin

my head movements, my arm movement

!

5 L8 .

n't let

gO.

and you're

- .
expressing

y at ti

g that

5.,

mes,

angar, this depressidn, this not knowing what

with



| The poem had become the central idea, “the

description of herself that she wanted. Suddenly, she
A .

5

‘fohndgthat everything that ishe hid worked on described
the bgsicﬂimpulsés of the poem:,-lthg loss of control in
her painting,'the'change‘in‘hgr costume,‘the néﬁ~pef£9ct
‘goideﬂ“ball, and that she was-drawn éb a tribal drug

beat for the mpsiqii accompaniment. She was expressing,

b

not elegance,,buE\\fiiffger personal emotions. p \
.t - ~
‘ "w

L] . - -
L e
The words of the poem, superimposed on North African

4

tribal ‘music,’ are, heard on the videotape. Visually- her
\ ' a

" dance takes on .the appearance of a primitive rite as she
o > - ’
! I :

mafipulates the goldeﬂ'bali..At ths end of the sequence,

x

she kicks away the ball 1in a grand gesture of disgust
. Co A,

®

and then folds into herself.’ -

-

In a discussion of the meaning A of the poem later, I

asked her whether ‘she ;was describing a friend in her

»

reference to the sixteen year old. She replied: ,
' '3 ‘{) : L '

- . .8

can't possibly ‘be sixteen', and all Q@Bt part. |
of it, is the way I See peopleitalking to me.
You \understand, it's like I'm repeating‘uﬂhe:'

86

The sixteen year old is me. It's "like, 'You ©  Ca. .

4}



e et

. said:

5

words that are’ Qaidlko me. That I'm mature,
and about the eyes. rhgy are a;wgys nentibning

these two things, and' sometimes they play

around dith<¢bem in getting closer to me ...

[ I

maybe when you make love to a person you

exploi hem in the sense that 1 have-in the
Ploijgchen in | T havetn
poem, 'I like this about you. 'So let's make

love because I like sohggny thi?gs aboyt you',

it is like complementing you to get. close to

you ... . ’ '

. ¢

Sq itfs:kind of irony and disgust at all this,
like, - maybe [ see through <vyour act. 1 see
through wh?t you are ‘doing' ... and in the
meantime I'm ridiculing ' them for' their,

blindness, their weakness ... and then again,

;, at a disgust wat the world. Like, I kick it at

‘the end, you know. I'm in total control of the
world,
‘ . '

¢ Vd

H

u‘l} !

When asked to describe that feglipg‘of épnttolﬁ!she

Maybe it could mean that I've gotten away from ° °
* ]

it —‘\either from insanity, eit@;r from

Nad

.
s . . »”
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“ suicide, either from dropping - out of what I'm

, doing. It's just a matter of getting all this - v

1 4

. that I am laughing about; gettihg it away from

me; getting rid of if. Maybe that'sowhy ' it is

. ' 80 primitive, Maybe becaus;ﬁIihave dropped out
of it and I'm géing to A primitive state where

all these things don't exist. (See Appendix E

o fo; poen. ) ' A
' ) -
- Observations

.

N \ ' .
I had known student L for .two previous years in art

1

. classes, She was a quiet, introspective student whose

' - . work had been sensitive, imaginative, ‘and of high

standard. I also knew her'poetry as she had contzibubed‘

a numberiin of péems to the Art and Poetry magazfne
pub;ishedt‘Snnually by - the schodl. 1 was therefore

£ 2 “
totally unprepared, for the wild,<uninhibited creature
[ . \ 5
that danced for tHeé* wideo taping to her ' own derisive
laughter, I.ﬁad not read the words of the poem before.

B Y © . ‘She had‘_;erely’ said ‘'Poem” in her script, and the

o ¥ intimate® view of herself that it portrayed also amazed

the integration of art with dance, poetry and music had

- provoked thims .mg£3”;§e1f—desctiptive image, She. had

" 88

@ B 5

me.- In her discussion of it.iater, it became clear that



created an evocative qxprctsiou by huvi%éfto think of a
way of placing her own body within the environment' she

had painted The placing of the physical self within her

'att work provoked a departute . from her objective,

vispallyforionted apptouch -to art, As she commented:

. 'Thc only time it started expressing me was when I had.

to pnt -ylelt in anﬁ:yvtton-ent' &

o, . . r

STV N
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Male ° ‘ »

&

Description of self-portrait (above)

. t N

.
s

Jeff Beck tour 1968, }pu'ré real lucky to have
been there, Hey, you're a split petson, your

backgrounds are differéntt There's .a giaht

bird in the squiggly stuff on your right side.

. .« That's the creative .half, the othér half is

grey, boring, .logical. Would 'you stop looking

through me, why are you $0 serious, you . look

. 1 . -




o

bored. You're halding up your head. Left side,

‘ right siée, thé hemispheresi‘QOne sidé'staya
'home and studies, is concerned with /Eacpsy

+ formulas and junk, that's the boring half, The
other side }s into being creative, music, Stt,
etc.;‘thét's the partying “"half. I like that

.half, The hair on one side iéjcutly and the
other half is more sitaignt,‘this felates, The
_ eyes bug me, they 'look straight through you,
behind you toP somewhere ‘out thgre. WOuldn't\

you like to be Jeff Beck eh? The hemispheres.

Tpg‘ thoughts that Stuﬂpng B expresses here, in a
reaction to hig self-portrait, were to besome tpe
' essential 'ihemé of all other work he completed that
year.‘Hé was able for ;hé first time, since this was his

first art course, to ekpreSS' visually a @ personal

‘conflict that had pursued him throughout . his_ gchool:

© years,. He describes the parental and peer pressure, he

"had always known -- .and rejected, to. conform to

_mainstream values and ideals: o

»
1

!

. There's a certain plan that wds set out for
everybody, and 'everybody is following that
plan. And what' bugged me is that we weren't

‘91, g
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]

allowed to deviate -- just a little ...

My dad wanted me to become an engineer, All

the courses .that I took in high school were,

) ‘ ' geared towards pure and applied sciences, I

vas ‘being pushed into 'something I really

- didn't want to go .into ..,

Al
L 4

It started in grade,e or 9 with: It‘é o.k.,

"I've got my guitar, I don't need people! .., I .
. N :
became anti-social-for a time.

S

s . T ' B e

, s« “ . ¥ -
" The apparent dichotomy of the arts and sciences i

. expressed his - inner dilemna. He felt pressured into "

preparing for an assured futdre in science, and rebelled
. by 'refusing to accept the standards of his peers, (we .

see " him shouting 'You're all a bunch of slaves' on the
videotapé), and by withdrawing into himselﬁ and his . *
muéic. .

B
¥ 4 . .
. Y

] Student é's first works’ illustrate the two polardzed _
' o sides of his sélf ‘imagé. Ris faée pbint&né shows 5 '
' delineation of_thé brain area to indicate the rational, P
ﬁ N scientific aspect. of his personality. He had wanteq, he

said later, to carry this 'design back over a shaven,

L3

> ' ’ - ' 92




skull. Across  ‘the centre of the face he used randon red

drips to show the creative side

his’

-

-own features. After mak}né several oOf these,

/

: suddenly included a smooth plaster dome: .

-

~ . /

I wanted that on top of my head and hﬁ;ing‘

v

each of the masks passing by on my fadb/

With all the masks it was different ‘acés.\lt

progressed from being very realist c to ver§
/ )

surrealistic -- with'the sand one§/ did a

few masks that were cast in sai;/thh plaster

dripped on them, I startgd. out /with a smooth

L e
white enamel one ... the last gne didn't look

] / ,
.like my face at all it was jugt' a blob ...
. .o / “

]

I wanted them to be polarized, science on one

side and art on the other side, agd'they are
not allowed to mix, Eﬂie dil and water they

are not allowed to mi , but 1 was trying~«to

find, ways to mix then ...
o /

/

PR , /
R .
R

93" -
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He then'began a series of plastér"masks‘casﬁ/ftom :

_he




a

.. '] wanted to show the duality and also unify

-

the two, .

a

1 .- : Te o7
- a ‘

About the middle of the school ybarp‘he-éuccéeded in.

shoﬁing that uniiyJ After he had nade seven -aska and

three skull castings and experimented uith the same idea

, in styrofoam qaing a qu;tar motif, he enbedded all the

castings in a plapter base, The masks are placed 1n a
row, showing ihe unity of a@ﬁ and science in the centre

one; Similarly, three ‘brains' are placed abobe' then:;

N ‘ //‘fobusing on the one that was‘smobth with 1ines on jt;

That was the whole thing. you‘can have aonething that 'is .
snooth and mechanxcally pe:fect but in still artistic."

‘That btought everythxng togethef, because S knev thetg,z

was a dualxty and at the very end they came togethet

He decided &n a black . hooded robe for his costume, .
The ‘idea waé an- eclectic mixture of 'influencéhz -

vmystériouﬁ hooded figures he had seen in .a Led Zeppelin

% s

film, a- fascination with blaék.magic, and monks; 'Andi

» that's what it -symbolizes -~ like aitting pragticing

i
(the guitar) is 11ke sltting in a monastety.,

1

94
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show " the -usical creatxve .8ide of hinself he even added

¢ ¢

The ionk like costune was otxginally deaigsed to':

+

a bright Gbred- stripc -down the ' centre to show 'the

artistic outpourings' LaEer he decided to use the

.hooded tiqute to ahou nqn-cteative contormity, to be

~ l

. .worn py someone else ip«\d vfsual splxttinqa of his

. pg:ibQiL{Qy. A R . ' .

, . . . o
. That ’ca;e :iffhﬁgﬁpdrfgtpally the monk-like
figure was ‘qﬁppoéed to be me. sitting down
"pricticing‘g4‘houis a day. After that it wébtft
‘to.—-- a monk -does teQioﬁs tﬁings, likeqhe
copiéé oﬁt‘manuscripth ce so-th;£' : the sort
of thing 1 finally did in the sctibt because;"
-,chool 15 teg&§¥ boting 'here we are, ’cqpyf:
this down 50 times and maybe you will have "
'learned it{. So the other side is me sitting

" : . [ .
. down and playing the guitar and enjoying it. ' .

Because that was"somekhing that I enjoyed.

doing.

The Qideotape preseniation| begins . with this

\

T
—4

'illdstrqtion of - the tedious life, és\he '8its, dreSsed.

as -a monk, doing homework in obvious frustration. A

L4

‘clock ticks.

.95,
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‘The clock continues to tick &8 we now see 't

figures: - Student B -dréssed~ no:mdliy* and the hooded

3 *

Eigure. Tﬁey stand back to back for aj moment and them

e

two

8lowly part. The following image is of the back of the |

‘hooded fiqure bathed in light, he ‘turns td’facg us,
throws back the hood and  pointing accusingly, shouts:
. . A . ¢ @

"You're all a.bunch of ... idiots.” How much longer are

gou'gding to let them push you around? You love it.

~

You're all a blinch of slaves. What are you going to do
about it?"’

The next scdene shows Student B playing the guitar
sur rounded by his drawings, paintings, and personal
symbols. Behind him, large Black' characters 1in a

Y

runic-like script that he had. invented, say 'GRIFFIN®.

“r

. The word 'Griffin' had emerged several times during the

year, on enamelled pieces -and various art objects, and

e described it as a personal symbol that hejhad used -
. \

for years,’
)
The illustration of his creative personality fades,

-

and we now see the two figures standing before a candle

piaced on an ‘alter-1life surface that holds the masks and

other art objec that he had made. They §epa:ate.

.
‘q-‘o-»
PR



, ~
o 17 . ’ . .
Student B slowly picks up his guitar and begins to play,
as’the hoodgd figure picks Jp a sculpture as if it is-.a
sacred object, and taking . it to the desk resumes ‘the
abandoned homework. The f@hal sequence then shows the
progression of masks and their ultimgte unity.

Student B had visualized a more direct depiction of

the coming together of art and science and of the

» résolhtion of his own conflict., But he was limited by

technical. facilities:
Y o
) L_The unity of the two. That's one thing _that
didn't 'show completely at the end of the
~\videotape, becayse you saw me*apart doing one
{

" thing and andther thing. Whereas I was trying

to show me doing ‘the two things at the same
. % R .

&\ " time, . L . ,
. . . ¢ ¥

And of the masks: "What I wanted was a shot of each
.8ide, and having a'éplit screen ... and. the ;Qo brains”
s '. S

"merging into one," ™~

” . §

L 3
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.Observations - s . , B

, Lo ‘( 4

% .

Student B expressed a major concern of his, clearly,

from “the beginning of the year. It was not vocalized

a

until he described his self portrait, for before that

odr conversations had been about drawing techniques ‘and

a

his fantasy about being at the Jeff Beck concert. His

own dilemna was that he obtained approvél and" security ,

from a good academic. record in the sciences and

disapproval, especially from his fathéz, for wanting to

4
play the guitar and be involved in the local music scene

~with a clique of non-conformist friends. This-dilemna is

-

a common one at the Hiéh School levels especialiy %&f
boys, and is an aspect of the adolescent coﬁcern abq:t
careers and a personal futur;; IThis student expressed
his coricern as the polagization of art and sciénce in
his art work until almost the end of the year. The
. .
cbﬁing togetper of th? two Ang his apparén} éoggggance
of that duality within, himself‘occurred when he was
putting everything together for hisl presentation, ;is
final optimism can probably ‘be atgributed‘ more to
up-coming graduation: - he aéplied for both: science
céﬁrseg and music ét C.E.G.E.P., than to art making. Bﬁt

I believe that a continuoué theme of self—descr}ption

allowed him to express hi's concerns about himself and.-

N
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4 _end of the programme: "It's not just an art assignment,
. -~ [ .-
' * » | . . - v S p
o, It's sort of a psychology assignment;, where you sort"aof
. ' “ ¢ . v ' N . vt
. B \
look at yourself and-go: "Hmm - what am I? What sort of w
--/"" - : ) . : .
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L : , THE VIDEOTAPE
* . N \ 9, » , . . ; 5 ‘
A v ® : i : ot .
-~ . ) ) ) , ‘ ‘
-~ N N
A . . . ' '
- o N ~4 f 1 .
. ';L“ - The videotape was included in the'programme for the - f;/ '
» * )

- f |8 " following rj;}bﬁs, © e

» : - °

a) Tﬁ'é?hvéxg the integration of&;ll the different
(A , P
~ aspects of the process in a fiq?l personal statement

LA o about "each étudent. Yy

R o

g

SN v o b) Tp allow each student a greater degree of
e N ‘ 4elf-search in devising‘ ways of ‘making that f¥nal
4 £ .
- Al L] ¢ ¢ ' N
" statement, R \ '

AN

-

c)” Much of the art involved ’;dféssing-up' the body

:@ , ) ' . p
" .
e - .
: A \\\) with natural connotations.,of presenting themselves to an
) audience. I J'd;ecided that videotaping would elicit an .
. - ' appropriate amount. of anonymity and intimacy, since av
class - presentation would not hay& engendgie as much

ghthusiasqxand'théy expresxgg\\a reserve in performing . .
. \.o

o ?

v | before other classes, W

w2

-
w
) .

. d) Ina programme that” fostered| the development of
~ .l= e ;hé'self—cpncepﬁ,.thé stu&gnt55would be gfven a A visual
v ‘ . . .
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P

N ~

play-back of that development. |
L . o ,
.

Ll . . - - t- i
e) To foster an integfﬁ.mn "of art vugh music and
- drama., * '

.

3

\/“.
. . e )
.f) .50 that the students could see themselves,

«

2
5 3

\.‘.-( » . ,

,Twenty studeats were involved in.the programne and

.sixteen participated in the videotaping. Two. students -
J-deéidgg at the last moment that they were not ready, one

N i ~
student was il)l on "the day of taping, and bne student
had left s_chb%‘ two ‘months previously.

\

\

Y

“
N I3
| . Wt o

‘o )

Two . editions of the videotgpe‘ were made, The

i

original- shows)'ar; introduction to, the sprogranme, a
‘presentation of q'ach ofr the s sixteen students with very '
little editing, and a conclusion using student comments

on the experience. This ~editign _is available at the

- I

Teachei'g Resource Centre, 5t. \Lambert and is 60 minutes
gt » - . [

in length.” "

- A | 2ENE ) ‘:'.
I decided to make a second edition of thé videotape

because some annoying _technical’ pfoblems did ot do

[N

justice to the or‘igiriélfg!resentg,tions:’Th‘esle were mainly

- due to the fact that the students had made their. own '

-

LA
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-

tapes of voice or music dnd the results were. often

ind;stinct. Some re-recording was done to reﬁgdy this.

~and some visual technical - faults edited oﬁé&; In a

discussion of the videotape with some students, I .

_decided to omit  four presentations from this edition

1 b .

because the student.was not happy with the result or it

aid not* show what was intended because of addio problems

or lenéthy, distrac;ing camera work,

. - w
The introduction to the tape, by me, was changed td

N
\

include the information -that this was the work of ;wélve

. ¢
students rather than the whole class. It also gives a

more specific description of‘the programme than the

original so that .it «can be used as;resource' for

\d

.teach€rs of ‘art and humanities, te . \-

4 -

- ~——"

.Description of the videotape (Pinal edition) .

X

-

The introduction to the videotape describes -and
explains the programme as the students are shown working -

“on vgrious aspects of their own presentations. i ‘L

4

¥
.

v = .. o
The students in the sequence’- in which they are
’ - ) ) B [ e

-shown: : : ‘ .

- .

r

-

~ N ' .
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| student B ’ : - '

P
L}

Showed the apparent d'ic,ht;tc;my and final unity of art
and science. He uses that as a metaphor for hié- own
.conflict in deciding which path to follow in life,
depicts himself playing the guitar and his' 'other® self

. ‘as a shadow}; figure doing academic studies.

His ideas and presentation are described in detail

(Y

in the-study of three students.

L ’

. ¥
Student P--

Uses .the -‘image and movefnents "of a butterly to

pqmtray' freedom. Her poem describes that freedom as a

i

means - of conquering all' fears except that of death, The
. i, .
visual presentation ends with her death, ‘although the’

last stanza had contained a more optimistic thought::

»

I}

A

oL N o :‘,Thloulgh time kills Gs all
| 5 ‘ And shpe rain gventualnly‘ comes
. _ o ‘ I know I shall die .
p 3 ~ S Hy' wings shall grow heavy

‘ - .dew death shall ‘be upon me

0 T

e e 0 St 3 AR Yt
. - LN
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Thus 1 will die,
Or will I live on in time?

—
ey

&

This was dmifted because she thought it too long for her
dance.' In describing her ideas, she sa;d:"Whét 1 was
trying tb tell people was;thap we should be grateful for
what we have because death comes to all of us.” |
f |
(The death of her father had been a traumatie
éxperience‘for this student, thus she éhose'tb enact a
véry deep'ﬁqrsonal concern, ) I

Al .

Student J

Presents ~himself .and his‘journei through life as a
series of paintings. He is the first paipting, in which
black and white aré” carried in opposition from his face
to the flat Fectangle 0f his costume: Hg said that thg
white reéresented the part of h;mself that he wanted
others to see, the black his hidden secret self, It also

" .
represent’s the positive ad& negétive aspects of his own
personalitf. |

! .

The lfirst painting repeats this image but now

reflects him. He walks toward a wax profile ok his head

¥
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+

"which appears "'molten and distorted and represents_

'solitude'. Then he _moves through a series of large

painted canvases and stops ‘to gaze at each. A

'

semi-circle of rising and waning moons represent ‘time’, :

+
'

two figures before one moon 'love' and a 'single green '
line on white 'death’,

L4

He leaves us with an image of his discarded robe/

‘painting on the floor.

n

Student T

Does an ‘expressive dance before a dark landséépg
that portrays "solithde and loneliness," Thek{aMent o%
the love-lorn is described in tne; words of the song
'Gold ‘Dust wWoman' by Fleetwood Mac.

. . ‘

Student M | . IR \ T

Describes the rites of passage through adolescence,

As a shrouded white fiqure in .a white space, she

.symbpiically throws ‘'off , her childhood security and

breaks out of her 'cqnfinement to discover ‘the world. At

first it is rejected, but ultimafely she accepts it and,

o

in taking it in, herself,

5 » ' .
105 o




This presentation is described in more hetail‘in the -

study of three students. T e

Student K - . -
- |

1] " 4

o

said that she wanted to portray both the “jdy aﬁd
pain of high school life. &he reflects the dramatic mood:

swiﬁgs of the adolescent in an emotive "poem that télgsf

of revelling in melanchaly and thed puEs' aside fhei

-

despair in a joyous'dance.to the sun, o

»

’

She begins by hiding bepihd. a.mésg' of -despair and

. s \ N
watches her own distorted image: - ~depicted as a large
figure in relief with gaping - mouth and 9up§ltetched

hand. : L e e

’

v

S L, o N
4

Then in a recognition, of the self indulgent nature

of adolescent'emotions:“'; ‘was -thinking of: how girls

react to a broken heart®, her '‘poem admonishes “Weep no
' . et EY 1 R

more for mock despair.”

b
.

" . . . i
¢ B
/

The following sequence uses ‘a'rainbow surrounding a
‘ o . C o
foetus and an dbstract sun symbol as her environment as
" she does a dance of‘,obeisance to the sun.

. .
'
&
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For Student K‘s poem, see Appendix E.

/". ; F'
//’W Student 9 -

) " ]
\

Expresses the necessity for the adolescent to 'make
decisions about the self ané the future and the fear and

v
’

confusjion that such decisions provdke,

i
LN f [

“

~She portrays hersélf as an innocent and fragile
if@gure seen .at first huddled 'under a table. Above her

.crouches a masked statue which illustrates - Classical

‘Perfection or: "what they intend for me to be.” ‘

-v - . 45‘} ,_‘ . AY .
' Feelling unable to achjeve the perfection demanded of

her, she wall®herself up in her small space. After an
jinterval, she forces herself to break out and is féced
~ 0 ) .

"with the decision to go back into the past, remain where

she is; or go through the door that leads to the future,

[}
We watch her pause an\ then walk into the future,
Sh'e\desc‘ribed\, her feelings during * this process

lateyr: . ‘ s ' : .

&

I



When 1 pauseq it wgs because I didn't want to
P : ) make the decision, I wanted to stay where I
was ... like wanting to be 16 forever in the
sunshine, because maybe behind éﬁgq door I
would be afraid again. But I knew I had to go’

throuéh it.

Student L T,

Describes, in an expressive dance and poem, the
defision ‘that she feels for a manipulative world,
Society and the world are symbolized by a gold ball™that

she- dances with, and finally kicks away in a gesture of

self-will. , %

study of three students, S L e

Student P

* Describes her ideas and tﬂgﬂwproqress of her work as

the camera focuses on details of a large painted

LY %

profile,

[}

: She analyzes her fascination with faces,
j ' :
. : . 108 , '
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Student L's work and presentation is described in a
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Student N . !
Enacts ,a petsonal- re-occurring’ dream In her

presentation, she is shown sleeping within . a confined

,space,'depicting' aq‘insane asylum: “"because what I h;d‘

as dreams was .real for her." Within this space, she is"
awakened and. teirified by a formléss,.furry sh§be. Her
fear stems from the knowledge that if it touches her,

its fur would start to grow on her body. The black

pebbing“ovei her bandaged costume was intended to show

« R * ' |
\5!5at fear, . ’ "

To escape the form, she . breaks tﬁfough the wall of
her enclosure and runs away; She ;s forcefully brought -
back by two”qentinel fiqures who 'push her iﬁto the
cubicle and stand guard. Unable to eScape her fear, she.

takes down a mask of AL herself which is webbed like'her

costume and destroys it by throwing ‘it to the floor.

— Freed, she then walks triumphantly past her guardians,

"

A

.Student A § o 3 1

v
°

Uses a complex arrandgement of her débictions of

. A ]
nature and natural forces to describe 'growth', She ist

-

f 4




seen as a multi-armed form that moves rhythmically
across a painted relief showing images of the elements.
He imagery culminates in a‘symbol'of the sun and’the

progression of nightfall, °

Student S

v—————————

Her presentation shows her put symbols of sherself

‘and of the real world into a cauldron and then turn to

4 \J -
imageg - of illusion and fantasy. She ends with the

oY

question: "What is real and what is ilfﬁsion?'

5 ; -

. 1
2

- The ' videotape ends with images of baipted faces and ' *

.

various students comment on their ideas and what the

v programme had meant to them, .

v

Appendix F gives - a description of student
presentations not included in the videotape and of the
. ~
work of those who did not participate in filming.
- ‘ ' - R . "\

T
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. Chaptﬁr ‘7 w \

STUDENT COMMENTS =~ .- N

[P '

After the viaeotaping‘session each student was given

a list of general ngg;ions about the programme -- see
| e :
Appendix G -- and askgﬁy;o _respond privately on tape.

The questionnaire was given informaliy as a .guideline

X ? - + .
for comments in order to elicit a . personal and

\ B —

spontaneous response. Some students answered - the

@uestions in chronological order, others used them ds a

-

basis for discussion, Comments about the étogramme were

B

then selected from the tape‘for use in the introduction
3

~

and conclusion to the .videotape,

I
.About their initial response to the, assignment as it

L}

' - &x . .
was outlined at the beginning of Athe year, some

=

‘commented:

1

when the assidnment was first given to us- I

thought that it was great. It was developing
<

your inner self ghtough ALty bgt keeping to

one theme. . - o

g N O 5 1 ‘

o i e o s e . o

.



] A '
- We “started off with a sketch of ourselves,

Ry

which was vkigd of a gobd beg.inr‘lingn because it
made you think. ab‘out yourself in sort of an
exterior way.: You had to see,,you’rself ‘as
someone else would sée you, lik'e it sh\owed‘you

the negative feelings you have toward yourseif
because it came out-in your _ske‘tch..\’.

It's harder because there are times 'when you

don’'t know wha®™ you are doing next:... You had

— - the same theme, but how do you ei(press it?

That was the hard part, especially when it's

" , 4 5 '1
not clear to you, Like, you \(teacher) didn't
. pud _ ,

say: 'Exprgass anger, express jealousy, express X
sadness'. People are expressing things that

~4—ghey (otheis) don't understand, so’l’ne ofw them..

* But ' .they (subject) know what they are

expressing,’

>

3

In(’ déscribir’\g ‘how they . had decided to portray

themselves, comments included: ’ .
! ‘ N

- . ’ ’ . k\‘/

112 -
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, .
1 . ’ 1

My thoughts had to grow into

3

f:fiihgs that I 'wanted to express, So the
whole thought of grhwth came to mind... It was

1 -

the[;tart of looking into yoqrself and trying

to express your efétions, and this is what you

needed to do for your environment,‘ §ou had to

-

express a total feeliné.

B
<

The butterfly on my face .is representiﬁg

€reedom, and the one on the mask which is o

stuck to the

L
?epresenting

mirror, which is shattered, is

limited freedom 'because, you
knbw, you  have certain responsibilities- to

A

family and friends. \ ‘ , '

What T wanted to pd}tray was, mgge or less, I

had the feeling of joy in things, of good .

Y . .
times. And Ijalso had a feeling of sickness in

lookiﬁg at&&:£ple’arognd me who 'were depressed

[

about absolutely nothing.

<

8

. . N
. The thing thagjk wanted to express in ‘this

1

medium was the simple fact that, to -  me,

creating things and doing things likexthaf“ié

- a kot more fun than the more scientific way of

L
113
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Sy

thinking. . -
<

¢

why I brought yp death in my ,thing? Because

young peoplé do die, whether you want to admit
it; it's a reality, I don't say everyone
D . :

thinks .about death, some couldn't care less. I

o

guess I'm more sensitive to the fact of death

since I saw my father die. )

§ 0 . N : |

(N

"I wals describiﬁg' solitude and loneliness in

- v

-

the mural." Lo

L ' o

© "I want to do camping seriously ‘so I started

off using that theme,"

. ‘ ' . , A, .
"I ju?hrexpanded from one thing to another."
N ) )

%~
~

i
B PR
4 5 Y Mo

R - T w ¥

Most stud®ts responded lengthily to the question

+ /" . .
about what the%iggfg‘saying~ in their environment, which

Y

theyd’tqgk to mean a description of the videbo

présentation. fometimes. a very personal desctiption of

L TN

a‘w the E?\Csion ‘that you have to make when

’tham§e1Vés developed within that desc}iption:

©

Y
For'my environment, I wanted to show decisions

fa

~

114 ‘
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you're scared and sort of €L11ea up. The

" decision to go out, and you're free to do it,

but do you want to do it.
-4

I waé.trying to make myself .look as fragile

‘and ‘breakable as possible, as innocent and

pure of everything as I could. I have to break.

A}

out because it's no good to lock yourself up.
You still hear the same ehinds~and you don't

. / :
know what's going on, so you are even more

\ if my future was going to be like my past, if

it was going to be repetition all the time,

like if my past was going te reflect into my

‘\~N__/,—n7~£3ture. You know, if I wo&ld'ao things like my .

mother had- done or whatg'You "know like if I

L

would be influenced, because I was trying not

to be when I was walled up. And then -I made.

I K
! /" theé decision to just go ahead, just go the way

g :should toward the Ffuture and not bbthqr

about it., Then T ended ‘up in- this wohderful

-

&

Lo '

decisions, I could see the sunshine because I

%

knew that everything was. I knew what the

noises were....
~

- -

blinded. So then I broke out and I didn't know

world because I was free to do' my own-

ar



Tr

,'\‘

the programme.and'wQether it said mofg about them than

usual art assignments: ,

o

e = T

+
[

+

o

In this project you were on your own totally:

1

Like you had all this material to work from,

to &hooseafiqm_hll these ideas, It wasn't draw ..

A S

this, make this sort of costume, make ' this

o ¢ - .

sort of face, like, everything was open £o_yo

and in your-mind whatever appealed to you,. you
» B . L8 l\. « ‘ ,
\ , U
had to build on, ; ) ,
. o N

~

s ' N

I .iiked: it'bettéf, because there (previoué‘

.school) we were , juép drawing “and liKe' doing

different things and here', we were +«deing a

whole _aBsignment throughout the year. And it

gives you- something to thirk about, it keeps:

_you busy and it all adds up to one theme‘ana

you have something to show for it.

v

It is a psycholog{gal study, +a search, of‘

¢

yohrseif and the world around you and

- »

pbrtraying it in your art’ work ... ~and you

- .

find out who you are, ‘ )

,.4
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personal.

¢ : .

’ )

The only time it started expressing me was
14

IS .

-

when I had to put ' myself in .that environment

i

and seé& what role I played. In the face

painting I"was Jjust using colours like black

and géld. I was just  playing around with gold

“and I.really didn't know what I was doing.

when you said that we had to do an €nvironment

T theught: 'My God, now what?' Before I ‘was

just basing it on design.
“ ’ I‘}

A

It " was more centered around what I wanted to
do, more choice of media. Once I got going I

was committed ... it was better based on one

fheme, then it was sort of " a build up, a

P d

climax of the year,

' -,

-

It 'gave you a chance ‘to express feelihgs about

4

"

yourself .through art, for art  is _very

¢

[ 4
B - < L]
8 .

3 A ‘
P X ) - oo .
~ . \

1 didn't really Qqﬁé to convey an image of

myéelfq more - an image-of society that I am
¢ ! . :

detting, The;image of especially Hfgh 8chool

society. I wanted " to show "that more than

- 117
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_myself.

™~

\
I wasn't really trying to' say anything in

pafticular about myself I don't think, I was’
just telling astory-about this person who was

alone in their own mind and who discovered the

world, and didn't 1like the world too much at ’

first as they started to discover it, But ﬁhen
decided that they could live with it, And
thét's the kind of thing that happéns to
everyone when they érow up. Thgy go out . of

themselves a bit and see that there are other

things in the world besides-them.

I didn't really think of myself when I took
this assignment, ‘IAthought'oE portraying what
people felt. But, oh yes, it was myself. I had

started from the beginning of the year drawing

given the assignment I looked back through my

sketch book and thought: 'Boy! I'm keeping to

faces. Why?' Expﬁﬁssion is everything, it's

_what a person feels about themselves. If they
&®

feel good,- they 1look good, if they 1like-

something they feel great, but if they're sad,

118
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.

\
~

you can see it in théi{ eyes ... The image of
myself was there but it was mixed with others.
It's not just an art assignment it's sérﬁ of a
psychology assignment where fou_énrt~ of lqok
at yourself and go~fﬂmm; what am I? Qhaﬁusort
of creature.am I?' So it would be a ‘qégd

combination art and humanities, that sort of

assignment, 'fof studgnts in grades 10 and 11.

,;\Two students commented'thaé. they had enjoyed parés
of thg programme but gene;aily found it very diffiéu}t
to:keé% F?ﬁthé éheme of éelfc- 2 |

I.liked"mgkiﬁg the coStumé; but then I‘didn't

know'what-to do - and 1  got frustrated..,. I

wap;e& ydu"éo fﬁeil us wbat‘\to. do, like

dréwiné, '£~wan£ed to know how to draw antl a

better knéwlnge“of art,.. 1 felt disappoiﬁﬁéz

'6n;\the‘day when they did the video, I éelt

left out of the group.... I'wauld like to have .
S cont:ibu;gd[ | |

It got bdring thinking agqué myself, I dgdg;t_;___
. know what “to do.... It would have been better'

-

119




v \
| ) s

" if you had given us things to draw. .

P P}

a

Of those who partitipated in, videotaping, most
stﬁdents agreed.with Student B's comment that: fTo me it
was a coherent statement that came together in the

video." One student did not enjoy the exprience,

"It was too chaotic. - Everybody was really
wrapped up in themselves and didn't caré about
anything else but how they were going to look.
Iﬁ,was-a depressing atmosphere‘becagse ;here
was hardly any communiéatian. I had a terrible
cold and only wanted to go home, I would do it

‘ . .
again in a mucggmore organized manner.

Whatever their own feelings about the programme, all
students said that I should repeat \it the following
year. Though most qualified that recommendation with "It

depends on the class,"

;\ 120
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- Overview
- A

1. To enhance the self concept by allowing the student

to dwell on and visualize aspects of the self

The degree of involvement and expression of personal
concerns varied withip the group of twenty. Personality,
;elf—knowledge, degree of fami;iarity with art media,
the other twenty students and the teacher, myself, had

. O

. some influence on how openly- students were able to

expose their feelings about themselves and their world,

\\
v

Most students started\ working objectively in an
animation of their physical features in the
self-portrait. They began to talk about themselves and
about things that were imporkant to them during the face
painti;g. Ten,student; became involved at éhis point in
expressing a personal or symbolic perception of the
world and self. The other ten. students retained a more
objective view of tgemselvqs in creating a-design based
on facial features. For them, a subjective involvement
came about when they startgd putting themselves "into"
an environment. Creating a costume and 5\ space fog

themselves seemed to enforce,a focus on what they wanted

tézsay.
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quélving the self:physically (the concept being
developed) proved difficult foF some, Several students
had worked on images that\portrayed abstract themes like

|

'Growth', ‘'Passion', 'Freed6;:; and there were long
discussions with the teacher and with theif peers as. to
how they could represent a. theme with the pﬁysigal
presence, The .programme elicited a degree of
verbalization about 1heir work and ideas not generally
found in other art classes., Problem ‘solving is usually
of Q technical nature or of how ts depict an idea; 1in
this case’the problem was how to become an idea.

ta

)

Verbal description was also* prpvoked ‘by' my

interviews and taped conversations as I was interested

in documenting their process,. Adolescents generally .

enjoy talking about themselves and their deqree of
involvement in the programme was enhaﬁced by the g;edter
student /teacher interaction réquired in dialogquing about
their work, Student/teacher dialogue tdok place on two
levels, There were the qual art centéred discussions

.

about the .aesthetic qu&lities of thé work and media
appropriate to the idea, but.: the 'assignment alsd
provoked discussion about personglity, the éelf §nd‘self
idéals. Much of this discﬁssion t ook élace in the

classroom during Ehe fifty minute art period‘ which
. . 1
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necesgsitated a degree of co-operation and inﬁependent
work habits» from the group.; Taped interviews were
carried out during the class or at lunch :time. The
students were le@%’ alone for their taped reactions to
the programme gnd .this generated furg%er dialogque

afterward.

e

Seventeen of the nineteen students. responded that
X

they enjoyed working with tﬁe idea of_ﬂthe self as
subject matter and wodﬁd recommend that the programme be
repeated the following year. One student noted that as
she had little art background she would have preferred a
more directive programme, O;e said that he found
self-definition difficult and frustrating and would have

l

preferred .more objective assignments such as landscape

or design. These two students had developed their work

, ™
without difficulty up t¢ the costume/environment making

stage, At that point they became indecisive and
noh—productiverfor'é perio§ so that they were unable to
carry through their ideas. Two students commented that
the disadvantage of 1ac§e secale art work was that‘they

could not take it home,

' " 123 : .
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In response tosthe question about the programme: "Do
you éhink that it says more abou; you thaﬁ ordinary art
assiénments?' Fourteen st&dents said that it did. Two
said that it did not, and three students'thought th;t‘it
was the same. or that  some parts of the 'programme

expressed them more than others.

~
a

»

All nineteen students responded that the assignments
férced thgm ‘to think abouts themselvéf, one stﬁdent
adding that he did not enﬁ9y that aspect of the
proggaﬁme. Other student comments were noted in Chapter

70

‘l
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2. To promote an aestﬁetic expression of feelings about
[ .

the self

The qlan/jﬁbwed a high degree of involvemen& in
their art and proauced work of an exciting and
individual nature, as can be observed in the videotaped
gequences. The students were motivated by the variety of
experiences in différent media, by the freeéom‘to‘choose ’
their own manner of expression, énd by thexneed to carry

‘through the theme that they would be presenting as a

complete tableau at the end of the year,
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Conversations about each aspect of the assignment in

response to.Questionnairiwg, indicated that the stugdents

‘o Were interested in working on the idea of self as theme

and that they were motivated by the videotapingA
experience with i;s inclusion of mu;ic, dance ahd drama,
and by the aspect of 'constructing' large-space
environments. ®n general, the work ¢ 6n tge large
N .
*assemblage" scale geemed to.provoke more éxpressive
work than that produced previously on a smaller format.
Stgdent K'g large painted reliefs showing the contrast
of miseiy and joy seem to me to be her most . emotive

work, and to -make an authentic personal statement. The

a%semblage of various obﬁects . that Studént A had made

———

into a large styrofoam relief, bfought the work together

¢

as a colourful expressionisﬁ paintingf b

) K 4
The programme required from each student:
.
- a) two—digensional work in ‘pencil,’ paint, ink/
mi;ediﬁedia(f N -
b) threé-dimensional work in selected media .
c) body ornamentation: enamelling, bead work,
mixeé—media, macrame, stitchery .
d) costume making and decerating “

“

e) -construction of large work for environment
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/// f) . personal additions: igggpture; paintings, found

o ' objects, etc,
— 1
“ , As in any art programme, quality of work varied and
/ﬂf> ' students were more successful in some media than others.

;/;7 . A conparison  of the work with fhat of previous ,years

showed é‘more 'Qersonal expressivesfess with very little

copyiné of adult work. Some primitivdy or art~influe9ces’ -
seemed to occur were seleCted &s extensions of
(  their own statements, Some adolescent clichés were
apparent im dipictions of suns and moons, happy and sad
faces and hearts to sth love, but generally art
4 — .
products were of 5'Bersonal and authentic natures S
.‘\ | «

- 3, To encourage an active or phxéical expression.of

concerns of adolescence

A

~
The videotaped sequences enabled students to

.confront the psychological concerns of adolescence. Of

~—

‘the original sixteen students taped, six included the
N |
idea of death in their presentation. Most used the idea

- as a-natural finale, but SEudéﬁt.N sa%}dea;h of the self

as liberation whereas Student P- portrayed death as the

v

i

end of féeedom. “

N : ,
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Freedom as a theme was syﬁbolized.as a butterig;iéf/ s
bird by three students who portrayed freedom as being ' .

free of human concerng and cares., Freedom of choice” and

. rebellion against the constraints of school and home is

a concern fréquently expressed by the adoleséent. It was
voiced by Student B: "You're all a bunch of slaves!®,
BAnd by Student R who worked on the thezf?of "man as ’ 5

d by several .,
1 : . .

a ., ®
robot®™, Concern about the future was de 1c§_
students, - when, for- -example, coptzm

plating career
decisions, or in congjidering the pain and necessity of

making dedisions or the frustration of feeling

”
1

manipulated ‘bQ society ;in making"pezséqal decidyions
' ¢ ' o = ° o \-\-—
(Students B" M, Q, I;, ﬂ.' . ' ' ’

. ) . ( ¢

Five students included a description of love or

o ‘ 5 . ‘ .
romance in their presentations, Three showed "a negative

view in their depictions of the melancholic_or the - ‘.,

1 v

manipulative aspect of the 1love lorn individual. The

otﬁér two students portrayed love and passion as part of

< ”

*

life and made no comment.

f -

3

Three studen;é /%hose to .enact the passage , from
; , .
innocence to 'a recognition of the real world. Differing

views off innocence were shown; Student M described

'

Uyt

P .
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Student H- saw

.

’ of 1life and

"innocerice as ” carefree. The recogni®™¥n

.

responsibility was sshown: Student -M indicated that

»

rebellion led to acceptance; Student+# represented the
o - <
acceptance as a cracked mirror image and Student H

-

~considered it a burden, Student Q‘expressed,her fear qf(
entering the adu%t world because §he felt'unable to 1}ve
up to jts demands,,—aﬁd feared thev;nheritance of family
kra%ts'yhich she saw as marks of failure. She chose to
ap on—iﬁ a mood of optimism. . T

B L

ac

. The adolescent seems to -need o take a.pdéition in.

defining* the world, Tﬁxs is seen, for example, in the
o N .

choice of black and white by six students whoused ,this

form of dramatic contrast for most. of the body works and

* the final envirod%ent. Student J states that he wused
L

black and white ;0~é¥mbolize the stages of life and also

as & personal ,expreséion of himself, the black

2

. { . -
reggesenting his hiddepn, secret self, the white, the
part he wants others to see. The need to define the'

. world tan also be assumed from the questdbq that Student
. -

S asked’, 'What is real and what is an'irlusion?'.

. t. ‘ ' o.‘

¢ ¢ .
hY *

The videotaped -performances vivify how much e

‘brogramme provoked the students into an expression of

o R

o
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self concerns. Taped conversations and other

’

dpcumentétion‘ had charted the development of some

students and clarified the intentions of others, but

v

their intentions were only'fully resolved aeﬁ actualized
in the physical enactment of them. It became apparent in

discussing the performances éftgrward, that the acting

out of the subjective /Sbeme that they had been
-~ . "\ . ;)

pevelopin% in art had forced them to f{ocus on it.and

make it meaningful for.themselves. 1n seeing how it was

meaningful for them, I, as teacher/observer, was given,
S - I:. .

in retrospect, a much -deeper understanding of what the

3

work had been about during'the year. This ‘%as enhdnqed

because the presentatidn provoked much discussion as the

students tried to explain‘;fhé;r ~&ctions and intended
, ) Ps 2T e

expression. .

The extent to  which the self  'was expressed in.the

. : - * . ' . .- '
performances became more eviden when I reviewed the

_ documentagion and my subjective notes and memories of

involvement with the students, A. very personal
. Q

~

description of the self was made by seven students,

3

Students B, P, J,“K, Q, L and N.chgse to enact petsonal

'y + 3 )

concerns, which; are also /g?nerally reflected in the

general concerns of adolescence. . o .
A ‘ . .
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For six students (T," M, A, S, O, and H) ‘the

inclusion of the physical self in a description of a

°

symbolic view of the world was an essential part of the

- presentation, The self was also presented. symbolically:

Studént A became a, part of her symbolic depiction of"

'growth', Student M said that she was not describing

hersel% but her desc¢ription of illusion and  reality and

¢ i N
Student T acted out in.dance the words of the song. Each

»

Showea‘him/hér self as an aspect of the story, a story

that they had chosen_as‘meaningful to them, but which

.did not directly describe themselves,

“, . | ' 4 L
Students1*%, E and O -'cBuld have - made the .same

statement . without lidcluaing themselve's in  the

environment. Their images were personal and cohesive,

. .

and were ’heightenéd by the presence of the phxsical

self, but for these students the, indlusion of the

.physical self in their art work was not an essential

, ’ ' .
element . co - ,,_,/’y

\ “w
- RN
-

it iks difficult to spéculate on how directly the
four students who did not bértEC1pate in filming might

- . ! B
have included thefselves 1n their presentations. Three

had worked out themes centred on personal symbols and

‘thear written  intentions indicate inclusiop  of |

)

K] h ) . . .
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themselves phyéically as an impar;ant; a;ﬁéct of their

theme. The other student left school before work Began

on the environments,

N

4 To help the adolescent in makiﬁg decisions about tﬁe

‘future, preparatidns foria career, and achievement

of personal goals ‘ ‘

»

Chéice of career and prepa{a&ion for the future has
been noted in Chapter 3 -as one of the major
developmental tasks of'adolescenqe. A concerﬁ about the
future waé:’illustrated by. several students in their
choice of theme/Pqr self description, That this area is
of vital concern: to the adolescent was seen in ~¥he
discussion of general concerns expreésgd by the class in
the preceding 'section. Decision mdking, freedom of
choice and. the.recognition of.respomsibility were all

: by .
discussed as themes and selected by the studen;s as
importént ones, The\programme allowed the students to"
express these concerns through art and drama and to

e g
develop them as far as was possible in the context,

Student B presented the dilemna of choosing a career
as a major concern, and used the theme of the

polarization of art and science to express this, A

~ .
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continuous process of self description allowed him to

explore the visual problem of depicting his theme, while

at the same time 'working on a solution to this problem

in his own life.

t The struggle to achieve personal goals was described

in presentations by Students P, K, and L and was present

as an aspect of much of the discussion and work that

%

went on in the art room,

5. To relate personal art experiences to the work of
”
other artists and cultures

R

Chapter 1 discussed the relationship of primitivé
ritual and symbolic expression with that of tpg
"adolescent, In thé'adoiescent's struggle toward sel@-
definition and integration into a cultural grouping, I
pointea to an aésoéiation with the body expression of
primitive societies. During the art programme, a studi
of x;%imitive masks, ritual costume and face paintind,
angd of other basic symbélic‘themes, allowed the students

to become aware that what to them were apparently unique

a¢61escent concerns are really universal.
‘ R

E
;
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Several students used eleménts of primitive
symbolism in expressing their own ideas. We can_see a
depiétion of magic and mysticism in Student B's runic

N
writing' and griffin image, in the unicorn of .Student S
and the use of Yoga movement by Student ' K. Elaborate
face and/or mask painting was chosen by many stq?gn;s’to.

perform their role,

., The study of portraiture ‘throughout the ages and the
study of contemporary art movements and the lives and

works of - contemporary artistg were also continually

being-linked with the self-descriptive themes that the

1
students were developing, The art history curriculum,?}s

¥
i

a government imposed ' one in Quebec, At the grade 11

level it includes a study of contemporary Quebec artists

and a knowledge of the Inuit and Northwest Coast Indian

cultures. Within this curriculunt I.was able to give
illustrations of many 5% the 1ideas that students were
developing whféh'they'weré then fréqugntly able to use
in enriching their owr® work., The Sdrre;ilst style was
devloped by Stgdent J 1n many}of his drawings: from his
'walk through life' and he used the progess‘of Automatic
Writing in describing his seif porérait. Student A

became interested in the work of Alfred Pellan in

depicting the :idea of dgrowth and she was probably

133 '




influenced by his brilliant colour and use of texture in
her own painted relief, Student Q ;tudied the classibal‘
art of Ancient Greece 1in making a small sculpture to
depict 'perfection'. Op Art influenced the exp;ession 6f

two 'students and Surreal and Rrimitive elements can be

observed in others,

In- being encouraged to express themselves in' an
individual and personal way, the students became more
open to this aspect of the work of conteméoréry artists.,
Thei; own ' work became relevant to several class
discussions about freedom of expression and the role of
the grtist in contemporary society. They were not
influenced by the current wave of R?ck Video drams Squ

on television, as the programme, presented in 1981-1982,

preceded the advent of this popular entertainment,

. 6. To foster an expressive relationship between art,

drama and music

;;

The integration of the other arts with art making *

came ahout when they weré‘confronted with the concept of
presenting themselves with their art workl R "have
described the enthusiasm generated by putting music to
their work in Chapter 4, and my own resolve in using

s
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music in coﬁjuqction with future art ass}gnments.l The
addiﬁion of music provoked body expressiveness in dance
and movement that' gave a viéal dimension to their self
dé;criptions. As noted previously, for many students
actiﬁg out- the theme being dgveloped forced them to
foéus on it and make it meaningful for themselves, This
poses the question: Why develop _a theme of self
descriptiqn thoggh art when drama ;%d music elicited
such an involvement? gy observations .oé the ‘clags
throughout the year had noted  a slow evolution tdwaré
tpe video presentation. In making visual symbois of
their thought process they were allowed time. for

contemplation and for a woFking through of ideas and

problems. The description of the process of events notes

the change of direction of several students as they

developed their work. Art-making allowed them to
discover what they wanted to say about themselves,

’

Drama, poetry, and music helped them to say it. .

?

Summatfoﬁ

Setting up a context in which students are motivated

to focys their thoughts and work on the self, via the

body imége has elicted for me "a particular and concrete

description of adolescence. Many of the concerns and
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_problems of the adolescent as -cited in the literature
were presentea by the students in a visual and physical
ehactmént of their“views of the self-iﬁ-the-wqud.

' I am very grateful to this gropp of students f£or

aliowing such a ’personal and private view of tﬁéit

thoughts,‘ ideas and realizations of and abbut the

s&lf-in-the-world that were importané' to them. So many
! -

% the stuydents were unteserved in their generous:
€

thusiasm for the programme, in their commitment to

their work, g
documehtati#1;ﬁ. the work.,
While ghe psychological aspects of this study 6f
. adolescents have been. noted exténéivqlx, as necessary to
a description of the developing self concept, it should
be stressed that though the progrqmme may 'have;appeated
cathartic for some ,students it was not intended or
presented as art therapy. Tﬁe therapeutic aspects of
working through personal préblems and'concefns through

image making can be observed 1in many high school art

classes, and.the students were free to disclose as much

or as little about themselves as they wished. There was
an attempt on my part as”%bserver to understand their

self descriptions and

| 34 -
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general psychological concerns of adolescence but never

to diagnose, predict or control them.

Implications for Further Study’

o f \
v

An art programme éentred on the physica; self
revealed to me much about adolescent experience., It
woﬁld have be;n possiblé to separate 4many of the
elements of the programme and study them as a referent

to some 'singular aspect of ‘adolescence. Since each

L]

éequeﬁce in the videotape was developed independently by

the student, it could be of interest to the educator or
psychologist to examine the various personal statements

brought out in a creative process. The programme and the

thesis further raises many questions concerning the

implications of integrating art education and the other

expressive arts within general educational needs.
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10.

Visualize your own face. What do you consider xyour.

'
!

most important feature?

1

What do you consigder xo&{ second most important

feature? e L

What typical expression would yod give your face?

Are you mainly odtward 1ook1ng or inward looklng ‘as
a person’ .

If you could alter any part of your face, would you’
How would you do s0? .-

Do you prefer ‘a strong, contrasting -design, or a.

soft, subtle one?
- $

wWhat colours do you like to wear?.

Do you like large areas of ’‘colour or intricate

detail in design? . :

4

If you were looking at ,photographs in & magazine,
which of the following would hold your Xnterest<the
1ongest? . ,

A t

a) an ugly deformed fxgure.'

b) a.Punk rocker, . .

c) blood and .gore,

d) a beautiful model wearing stunnlng clothes
e). a romantic hetoine about to Jump off a .cliff.
f) a Tarzan figure wrestling with a python.

If you could be any anxmal, which would you choose
for 1ts appearance’ ' '

H .. 145
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"The person in the portrait seems to stare at me with

nG actual facial expressioﬁ..It's as though this person

has had many disappdintments in iifeyand' now tpieé Lo .

compensgate for these disappointments by looking through
you., The person seems.yuinetablé and somehow still very

g

>, The’' arm resting 'éqalnsr the face-allows you to

the indtividual as’i'yundetous'person. Of course

' 3

" what the person is thinking About 1 ha?en't'a clue.
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Student J

. '
]
.

A | don't feel anything abouk-it,'it just is .there the

so0ft shafding sfumato brings out the faces highlights.

© The nair curls at the end’ and the'gyes seem like  there

staring 1n sogxgude. Head is Liké a ball of hair I feel

Like 1T nate writina my self portrait doss not .o reSemble
_ o o . o .
the nicture, a4 cartoon 50 sketen of g painting, [ was

. R
]

runhlnq and 1 slipt but - ot bacﬁ up my. pencil s

-

cattdached’ to my fand . Sep. 81 My “skin’ is skin colour.

‘ n C . -
festerday Saddt was hot and war 1s o biqg factor an this

'

. . - ¥ ) . . : -
world T g«el this as hell T . would just like. to end ik

£
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here and not do this everyone looks dumb now writing as

)

fast as thgy can iookigg up now and then 1 feel lets see
red green blue black red red black blue tﬁe degk is full
bf graffiti my geography 1is due today what am I doing
here the sea is peace earth is war specd through space
in which we live the religion people believe and the way
I feel right now is I want to feel nothing T would iike
to be alone in a black room I feel) death jn me and the
earth isv turning around aﬁd my haga feels like its not

part of body its going on b}ue blood no peace I feel

death,
(Author's note: This student  understood the
direction “"write spontaneously" to mean use “Free

L]

. L Y .0
association in the manner of the surrealist Andre Breton
who had been the subject of class discussion the

previous day.)
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« Student T

.

: I like the pose of the portrait, It i

, v, The fedtures are nice and Srong anes,

. -

13 nrce.and  weven, Tne wmyes state strajght

.

“wereclooking right throudh you, I find the

S perfeetly snaped to be my hairc Snough,
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" In the pupil of the eyes, I look and cam see myself
. , 278 ' * . N .
walking through a dim tunnel that is damp from the rain

there is fogq,:
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\
outer_géing and being equal, that's the best place to be

is equal. The face is just-a face., I sit, I wishyou'd
smile.and lighten up a little, I guess I had a lot on my
mind and that's why IS made me look,so well, kind of
: ‘ ’ et
angry but puzzled too. That's how I - am when puzzled, a
little bit angry. More‘folds. I should ﬁave more folds.
This wduld make me more human band add personality to
N T—— Y L
this stranger of me. Me? Wow! Maybe I don't really. know
, . P .

what to say anymore, just sort of rambling on I suppose.
Yes, I think too thatrK(I;ok like I'm wondering. I think

t . .
a lot, I guess everyone does. But well, I guess'I'm‘ no
different from that me there. We both think alike® and a

~

lot, That me thinks a lot, .so daes this me, Goqd¥bye

‘Lee, T .
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Student Q ~ o - . .

<1 . . .
- . e

| . oy

She see€ms so sad maybe she gight,éven beé a runaway,
f ' ' . cr \‘ o h

* her face is so “.smudged and bedragled. .she is awaiting

— ( R

a

judgemént, but of what?! its not at all .like me, There

isgt any tingé of mirth  #n the entire ‘composition. It

- has the same features -but she seems to be totally

opposite, Sad bgg tough, I would - make a joke. I would

RY

.

sadnéss. "It must be somethingederious. 1'3 like to say
. . -» : .
Y ;"don't worry." A touch here a touch there, she could

look ‘'exactly® like me. She upsets.me.: She could take

156 S -

. like to know what's wrong if only I éould relieve her

-
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’ , . abuse. There is no way you could tell what she looks"

Tike when she smiles. ﬁaybe :she has 1earnéd “of an

to something and iﬁ‘a minute she'll have found 'a ‘'way to

t . v . '
deal with it and sheé'll smile or say so wh;t‘and dismiss
it. T IR
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see page 81 .
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sticking t¥em together. I've got no feeling for . it, but
it seems toé.,lt’s'starinq' at something and "thinking
hard._Thoughté are going through her. To me it's just a

3,

drawing,  that's it,
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Student N ~ .

'

¢

.

vers o joyfal rersan, Sometines Tohake and somet:ie.
Love 1%, o1 never cay 1te ome, 1 oalaaya refeor o ro it 6y
. ) ’

[

- A RN g ”".. .
wer, I'm onut foo crazy  about her, Sne's too o damn carins -

T

’ v '
laokini, I fes] no compassion for nen. T oddon’ Tase gl
. Al . !

biner of werson and J'moalad she's got oot of gny bite

A . \ o N . . ,
Ao U ik BT TooRInd a0 4t rar Wi, Tooene been iy

w4 lraht resemblance fnoudan, A 1T owioh Tonaantt !
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g :
over all a look that does not say what exactly is

v

going on in that persons  .mind (mixed emotions). As I
drew . this pictuaé,l felt very ditatched from the person

I was drawing because I did not feel it looked like me.

-

1 v

I did not seem to feel capable of capturing a

certain emotion or look that I felt would resemble me.

-

The détails were difficult because it seemed as-

though there were-things I saw_that seemed larger than

what they reaily were and things that I éompletely

overlooked.
. « o E
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rather blaqk.

¢
4

The shading and the hose aren't dong/.properly. The

shading isn't smdoéﬂ‘enough.,

- - ¢

The face now seems to look sort of sad and it looks"

like it's ."frying to tell you something, maybe

" communicating with the eye.

! »

i
¢ A)

-

When I look at the eyes, the mouth seems to grow

-

smaller,

- When I tilt my head*slightly to the side the mouth

seems to smile, a little, but the eyes look confused.
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3 The Insane Horld
by Student L

L

Memories

in my. every dream
like thunder ‘
crackling grey
laughter here
laughtef there. :
Ha:* Ha: laughter everywhere
You can't possibly be sixteen
‘'you lcok so mature

let's make love

1 love mature people

let's make love ., p
because you don t look 31xteen.

Your ‘eyes ‘are .so beautifhl
so penetrating, so deep

I understand your eyes’

I love your eyes

. let's make love . .
because I love your eyes. '

Ha: Ha:--laughter all around
it swirls and twirls

in wild colours.

Your thoughts are so mature
your eyes so, understandlng
let s make love,

but please -

stop that'laughter.* .

. And each bomb
shatters our dreams
as we w;thdraw
and run for shelter
away »
from the dream—breakers

in the sky.

——

-

2 6

e



o

. And our weakness appears o

. your time

fast., s

- -

as the air ' o

" refuses R

to carry us
and we're left
to drown ‘'

in the earth.

1

Oh: ‘Let me meet you ")

let me touch you - - .
] let me stroke you .

let me love you. ¢ ot

Am I supposed to cry

at God's misunderstood words
or should I laugh /

at your glindness

that blinds you from the world

Ha: Ha: Jlaughter o 8
so crazy . ) , -
and loud - : ’
everywhere.
Oh: Wonld . C .
so blossomly sweet '

is never ending .-
your laughter ; .
is so loud. -

You foolish ' ot
distorted balloon

why murder me so s5lowly

when I beg you . T
o kill me . :

B

et S s 5, 3 K gl et

-t
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-
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g e

' by Student K

You-and your broken heart.

.

Weep!

Distort your mind!. .
Cry of° your injustice?
‘You and your virginity. .

N

Your pious moralxty stood in the way. '

Look in a mirror and watch yourself

- And the state you put’ yourself in.
See!

g; How your mask of despalr o ‘

Has clouded 'your sight.

Notice how ugly the world

And you have become.

For your lost love.
. Wear your'broken heart

Like a medal, '‘proud.

Claim your hurt. . o
Youtr fake hurt. ~ Lo
Hide from life and be ugly.

It's easier to be sad than happy.
Waste away!

Can you drop your medal?

Lose your false despair?

Listen for joy. .

Can you hear it? . -

- Drop your medal and. your mask.’

See it! .

Hear it! :

Breath itr f
 Feel dit! ~ r

Let the feeling of 11£e and joy and. beauty

Course through your veins.

Feel thg heat of the sun

‘Beat from your heart

And it's inspiration

Stream from your brain.

Feel the colours of life and Joy.
ﬂ%ep no more for mock despair.

<«
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- s

L, stuéint'o - » . "
Répresented nature and the elements of natyre being
; ' . .
déstroyed by fire, She depicted. herself 'ag a ™Mother °
~ Earth figure that danéed\béfége images of the moon and -
stars before falling into the flames. .
Student E

¢
»

Used images from playing cards to describe life as a
gafe of chapce. She used OP art effects to creatg' the

impression of a spinning roulette wheek. .

Student D
. ‘Described his ideallenvigénmept"in the creatién of a
log  cabin yéng . shoWed various .objects depicting a
'solitary life in the wilderness of the north. )

L
¢

191

~
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_recognition of the real world,

Student H

¢

Depicted herserf as a bird-like creature who is at’

- first carefree. A series of gounds and frightening

imageé confront her and she then reveals a new serious

view .of herself as she is shown" emburdened by a

.

-

t >

¢

Student ¢ :. .

Fl

Wworked on a-series ‘of images depicting 'a sad clown.
- ) N v .
She had intended showing the clown head trapped in a.

black box or window and her own reactians to that image

‘as she attempted to climb in the window. She'bad‘painted

her own face with a motif that took on the sad elements
of the clown} face and she wanted to show that aspect in
a rapid series of shots of the two. faces, She is at once

both fascinated and repelled by the clown, but after

several mood changes becomes confused and fearful and

~
L d

dies,

She completed the work but was ‘unable to participate
in videotaping,

‘

¢

_, . S 192
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o

Y- o stJaent G

o -
. »r‘
. « -
'

: o T (I
'++ Used 'passion' as her theme for work during the

b ]

: 3 : A P}
year., Had visvalized herself |lying -in a red satin

gostume on large batiked cushions’ with -heart: motifs

decorating her body. The whole scene.to be filmed

, -~ L]

through flames. R

s ’ Ty

She. ‘did not complete the work’ in time for

videotaping. - \

Student R o .

o
x

'Worked on images. thgt,show Man ‘as a 'mecharnical,

- ; \ . ‘ ’ . ‘ .

robot-like figure. Intendedoshowing himself painted in a
. . L] . »

black and white geometrical design beforg his paintings

and sculpture; also' black and white, with a Norman

. McLaren  film: "Synchromy® -superimposed on the whole

scene,§ *+ ° .
N " .
. vV
j He did Qo;‘ complete  the work in time for

videotaping. : . : . ' .
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Student I L L -
K o . ’ L 4 »
. Completed illustrations and sculptures of birds and
animals to represent ‘freedom'. + - S
. NN
13 ¢ » ‘ ‘
. This student left school before the end of ‘the year.
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E R Lo
- & . Y ! ' ¢.‘ Y ':‘

How dxd you respond when flrst ven the assignment

~How did you thlnk of youzself? What did you want ko

portray? . .
- How, did you decide tp paint yéu face, what symbols
- did you-use, etc.? st .
: b

Wwhat did your costume mean? How'did it develop?
what were you telling us ih,yodr envirofiment? . €
How do  you fee@vaboué the whole assignment’

Do you think that it says‘more about you than usual
art’ a531gnments? S « :

hid it make you thxnk qbout yourself?

What image of yourself d1d you want to conyey in the

videotape? ’ , . . 7
? B * . ’ N Pe
. Do’you think that you succeeded? . .
o . J . Lt .
Do you think that I _should repeat this assignment
next year? ’ R ST~ ot
1‘. -
Any comments or cr1t1c15ms? ‘ T .
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