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ABSTRACT

RODNEY HEATHER

)

STRUCTURAL ANALYSIS AS THE BASIS OF TEACHING ART:
FOUR STUDENTS ANALYZE THEIR WORK _
9

—

This is a thesis consisting of a video tafn\é‘wi th typescript .

, material thaf documents how an art class was c_onductedggzhrough the use

]

. of structural analysis.
Four high school students are presented on video tape, 'They
answer qﬁestions concerning their intentfions for doing the art.work;
their use&df media, forms, and ideas; and the degree to which they feel
'fulfi Timent of their aspiratio’ns and accompllishments. Their answers
are correlated as a structural analysi'.; in the typgscript material accom- '
panying the tape. *\\/_\ | . ‘

. - The typescript materfal defines the scope of the study, offers
theoretfcal considerations, includes a structural analysis of thie work
of the four:students', provides [qbseryations. conclusions, implications
for further study, and three appendices. , ’ o

The thésfs describes how the formulation of an aesthetic
. theory of structural analysis was applied to a teaching situation in

order to enable students to develop and understand the significance of

" their art work.
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N ESTABLISHMENT OF°A STRUCTURE FOR ANALYSTS

* PART I

P ' "

~

1.1 ORIGINS FOR Usmé ANALYSTS

8

Hhen I began teaching in 1968. I used ana1yt1ca1 procedures in
the c1assroom as a means of assisting students to discover their goals
in art. Wy use of ana1ysis in this way came aBout naturally as 11.; had
been fntegral to my . undergraduate tra1n1ng in ﬂne arts. In the years
inmediatély faﬂowing; I consciously searched for, a persona'l philosophy
.of ;gaching. 'fhe role that analysis played hecame more prevalent as |

“used 1t as 2 method of fnvestigation and reflection on the art work in my

C]iSSe& ‘When the thew/‘zf The Structure of Art uas _published in 1971,,

I was ripe for its message, and as 1 became" famﬂiar with it I extrapola—-

 ted the theory to develop a technique for teachin_g in art education.’

1,2 StructuraLism DeFinep

!

/ . S
(

st

Structuralissf has been applied to Titerature, .ljnguistics.’

. anthropology, art and ps}cﬁoana]ysis; The;re 1'5" no single definition fbr: Q,

lIack Burnham, The St:rucl:ure of Art (George Braziller, Nev York,

1971). . For an overview of this theory, refer to The Structure of Art,

pp. 1-61, or & summary of it by -Rodney Heather, "An Investigation Tnto

Jack Burnham's, !The Structure of Art,' Investigart 3 %Concordia Univ-

efs:lt:y: Hontrul Bpting, 1974), PP. 36-62. )
C e




it, but it can be understood as "a canbinatlon.end relation of fonﬁel :
elements which reveal their log‘ical coherence wlthln given' objects of
N ' :analysls." It is used in an attempt to uncover the. intgr’al relation-
' ships whlch give different art works the1r f(orm and funct’ion. Broadly
“ speaking, it is used for defin‘lng systems of signs and is hence the basis

of semfotfcs. Sfince. sfgn£ have as their function the abilit_y to communl-

. cate meanlng, structural analys*ls reveals meamng in the relat'lox behlnd

‘ anythlnq to which it is applied 2

-

1.3 'Assumpnous AND @ussnons

]

4 Ll

The: theory of t'l:e Structure of Art malntalns that all art work

/integrates the forces of oppos*l tion it seeks to express. when a balance
< .

1 s acknowledged between oposltions? the art work acqu‘lres%meanlng " It

' was%emlned that structural analys‘is exposed meaning when applied to

Lo professlonal art work Based on this assumption, the following questions
were asked:? o o A - -
’ a7 /\ " ’ ’

1. Hhat effect would analytical questions’ have on students when asked

o

- _ - about their 1ntent10ns for doing art works? L e

-a2. what would be the effect. of conducting analysis of student art

. works while the students were in the process of making them?

3. What would be the effec\t\of analyzfng art work after -1t had been
completed? x . ¢

-

»

-~ and establlsh the value of the art work to the student?

4, would the use of structural analysis reveal mean1ng in the art work

|
Lq : _ ‘ zJaﬂlcques Ehrmann, ed., Structuralism (Mchor Books‘»”Doubleday. -
E{;% T NewYork, 1970), p. ix. -

‘ e . gee -Appind:hs 1 for 1list of oppositions,




. F-

. 5. HWould analysis as a basic proceduﬁ' conducting an art class . |
ach1eve an a”beptab'le quality of art work in t?e field of’ art education? -

i
¢, . -

3

- L4 SvaTement ofF THE HypoTHESIS - - = T ' -

- . Based on the foregoing duestions, the pr1nc1ple questions th1s

thesis sought to answer weres ¥

g » i
"1)- Can the theory of structural analysis be used as the basis for
7] o

teaciwing a high school art class? .

P) Do hi gh schoot students develop and learn about their art work
when_1it 1s consistenﬂy subjected to the quest1ons and formuhtions of

——
[

Structural analysis?

)

\‘A

1, S PRocenumu_ GUIDELINES For UsInG ANALYSIS - -

P

4

s, -+ Inorder to use analysis without causing prob'lems of confusion

or insecurity in the students, I established certain gufdeHnes. Each
student was responsible for initfating his/her project. As  the teacher,
- 1 was }‘es,ponsible for pfoyiding any kind of assistance required,xn‘d for"
imp]endting the process of énnlyéis in alt matters related to the mak1n§
of art work The act of analysis was to be used as a nﬁns of reflectim‘\ | ‘
. for both, the student & myse'lf on the art vork. It was also unders tood

as the basis for a student to synthesize Ms/her aesthetic <posit1on on

/

a piece of work ) ‘ ' N

- .t '
N
. - .
. N c
. ' P B . _ -
. . ¢ .
. . ’ ‘ .
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1.6 DescripTioN -0F TRE POPULATION AND SETTING

.
«
o

The 1ingyiry into s’fi"uctuna] analysis‘as/ the basis for teaching

'

’ . [ S 2 "
. wtook place-at Beaconsfielg High School, Beaconsfield, Quebec, during

” = n

the school Year, 1974-1975. I conducted the inquiry with ‘tt;e only avail-

P / > aqie'grade @leven art class, a mixture of five boys and sixteen girls of ,
mixéd kinterests ;nd h:tis;cic ’Backgmunﬁs. |
The class was held i1 an art room with standard equipment and '

facilities for a comprehensive high School i Quebec, Eetch student’

\

worked at a desk and had a personal storage drawer; materials were ‘always
: , ¥ : .
| available from cupboards and shelves around the room. Finighed work

-was always display?d/ in the room. Unéfetj an ‘open door' policy, art stu- -

dents not scheduled into other classes were always welcome to continue

¢

' their work.in the room. -

¢
p A

Fd

1.7 PROCEDURE FOR ANALYSIS

-
-
.

As -the video tape shogas, students underwent or:ai (analysis of

i ‘ t;1e1r art work wjth me at appropriate intervals i:hr&’ughout thp year.
‘ Agz;lysis of the_art work took place under eséjenti.a']l"y five conditions: _
" (1) when an qppﬂropriat:,e degrej of work had heen achfeved 1in the making = .
-process  (2) when the student wanted it (3) when I deemed §t to be

necessary (4) in the'weekly forty minute critique sessfon 1;1 which

finished art work previously. approved‘ by‘ me underwent class a'nalysis. .

- ’

-and (5) at the end of the semester. | C_/ 3 ‘

~5
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"1.8 Vibeo TAPING SCHEDULE L f .

s~ The taping of the cntique sessions took p]ace once a week from - P

January to April, 1975. In May, taping sessjons 'in which dindividual ez

students anal yzed the complete body of . their, work for that semester also
took p‘lace Four tapings of individua] studengs were chosen for the master

video tape because of their compactness of the process of analysi 3 in the

J)inited tine desired. , , - , S

£

} m i / ‘: b 4 -
1.9, TREATMENT OF THE QTUDENTS AND ‘THEIR ART WORK .

©

. As is 1llustrated by the video tape, I asked questions’ most of
the t'ime\ and seldom gave opimons or references.” The process of analysis
that the student underwent wi th his/her art work was confined to estab- e
11shing the relationships i the'art work in reggrd to form, content,
the student‘s R ntention for each art work, the maki ng process of each
art work and fhe degree of persona] fulfﬂ]ment achieved from doing
the work. ( E . : :

= At the®end of the school edr, I conducted a $tructurdl ana}y-

' sis‘*thmugh» the use of the video tapes, and a'ccor“d'i-'ng to &umham"s ot

natural/cultural dichotomy.” And\ysis‘of eactPstudent's body of art . p

work proceeded systematically. Features of ‘expression' and features

‘of- 'content' were aligned in columns headed 'natural® and ‘cultural’

- respectively.® These features were then aligned in the quaternary..

-
“' -

“Appendices 1, 2'and 3, pp. 19-22. ; ‘Q'

o
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o

o equation as def1ned by The Structure of Art.‘~ I did this to determine

_ )ow and in whatnsense each student s art work developed during the perioJ\

k)

/of 1nvestigat10n,‘and to see. if the'work that they accomp11shed cou]d x

s

function as art, -

’ -~

°
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PART 11

P -

SUMMARY ANALYSIS OF THE:STUDENT’S ART WbRK

(In order of appearance on the video tape).’

i
. T

SN
h )
2,1 EL1sE CHopaT

“
} ' At first glance, Elise's work appears to be influenced heavily

from styles knqwn'from art history. Upon hearing her define her work,
féy)mugyer? she'states thg; hegwjntention is to exprefs hgr experience in

a visual manner with as much intensity as she can recall from the initial
experience. |

Her technical ability is personally developéd. albeit with
influences of styles like Impressionism and Non-objective Art, but she
has personalized them and uses whqteven materials and techniques she

. thinks-can satigfy the experienti&? requireménts of imége making.

Her work, therefore, exists on two levels of meaning or the
'Rea]' and 'Denotative systems of analysis.” It 1s based within the
content of the 1mages and the description of the recalled experiences.
Ahis supports the way jn which a11 her 1mages appear different from

one another while the process behing the making of them 1is essentially

\ L L
7See Appendix 3, p. 22. |

phe‘same




" pleces of her work illustrates that her work exists on more than one

tion: o o
N ' v
- - images that are made by tech-
, : niques that she has
thoughts and feelings 4::>= Jearned from sensing art styles
the making of images a series of images that
q With any technique that symbolize her intense exper-

is suitable for expres- fences
sion of the image "

&

There is a strong correspondence between the diagonal parts of

: thereqyation. This is because her work visibly suggests a “plane of

content" and a "plane of expression ¥ This charagterizes what Burnham
calls the "real system". However, the fact that it has been necéééary

- . N P‘T
for her to verbally elaborate about the true significance of several

Tevel of Teaning.‘ In this case, the "plane of content” is not analogous
to the "plane of expression"; the "plane of content" is feplaced by the

“plane of denotgtiod". Hence, the systém of denotation 1s used here to

«

accommodate the expression of Elise's experiences.

£

o \
~

-

v~ the paimtings as the the varfous symbols used ~ -
recall of experience O" - to compose the paintings |
the description of' the the unconscious use of forms

' experiences expressed from the history of art
in the artwork \ .

2.2 CATHY MORFATT < . | -

++ Cathy's work stems from her bercgptioo of plants 1h her home,
She has adopted the plant fprm and created a series of images with each

successive image based on the one previogsly completed. Through the

_process of arb1trar{1y transfbrm1ng the plant form, she drops aspects

)

- Elise's work 1% inperpreted according to the following equa~

\

Skl
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B R ‘: N *
of naturalism and evolves the form into an abstraction. Her work is based

on interpretation and reduction of formal relations. Analyzed, it appears

as:‘gr. . N
; (;/\ . PR the reorganiz;t1on of the elements
\ flowers O of the previous image
+1mages that/are a series of images with each a
simpler than pre- . variation'of. the previous one
vious ones

2.3 DAVE Canzi

-~ : .
.Dave started off the year by drawing a composition of a motor-

cyclist (not avaflable fqr video taping), a fhree-quarter view of a per-

~ son on a lightweight bike driving over a sand dune. His strongtintgrést

in 1ines that exaggerated the concept -of perfpectiée influenced him to
sh%ft to making images that had a strong affinity éo the principles of
Op Art. ‘As he evo]véd each work the?egfter. he 5ftempted to natura]izé
the Op style, only he found he could not work with the prjnc1p1es qf*
Op Art and, at the same tjme, develop a content in the image that was
of his own invention. His last attempt at this s {1lustrated by the

2]

compqsitfon\of five p1an¢ts in the sun's rays.. &

b He finally abandoned the direct .association to the Op Art

Style and §w1tched'spontaneou51y to the forms and symbols of a tele-

vision commercial. The resyit{ng surrealist image was not a ps&cho-

logically acceptable image for ?urther,deyelopMEnt. He, therefore,
abandoned this type of image but in his°next renderigg, kebt the gg;ipn
of representation and combined it with the strong linear qualit{gé of
pergpective. This marriage, #n the form of a carlimage, béought him

“*

back-to a stylistic basis that he was w0rk1d§ with at the beginning of

the year. This last composition is fhe solution to his search for a
’ . . ‘ L '




. and cultur s his natural tendency to draw vehicles.
\\; ' The velapment of Dave's work is described Qy the following

three equations The first represents the first and fourth steps in the

. - . evolution of his work thaf satisfy the rpquirements of tbe naturaIfza-

»~  t#fi/culturalization process. In the second and, third equations, the

ontent side of the equations (the left side), consists of two cultural

entities rather than the necessary balance of-a natural in the p1qée of

.

~ : - 5
the numerator and a cultural in the place of the denominator. When tpe

~0p Art principles are renatura]ize&,in the final cay composition, the

balante is reestablished and meaning occﬁrs.

\" . A\

. ‘ " treatment of shades
. (1 dynamic looking vehicles 4::>,‘through 1ine drawing
- rendering of the composf- the -relation of the .
tions. in  an integral way treatment to the form of
the, vehic]es
)

v . L

(2) design treatment from. - e
Op Art ¢, use of perspective -
use of the perspective TThes arranged in an
.characteristic of Op Art Op Art design

——

\

(3) . , the spontaneity of working
jdea from a commercial ' with the commercial Ydea
rawing of the form and -a composition of elements -

. : content of _the Life from the teIevision

’ Saver commercial commercial

13
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2.4 JoHN .PURDY

o . ‘

thg twentieth'century. Analysis of his work for a balance of-qualitigs

shows: -

i -

» personal imaginings of

' twentieth century socio-
technological events
the depiction of the
events as ingggined

<

A 4

- John is com\:'erned with the 'socio-tgchno'ldgica! realities bf

expression of ‘his thoughtsf .

through. mythic symbols

images that express his
belief of the twentieth
century

PP
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PART 111 .
THE PROCESS OF STRUCTURAL' ANALYSIS CONSIDERED -

e

3,1 CONSIDERATION OF THE HYPOTHESIS

[

My intentfon in this thesis was to use structura] analysis as
a basis for teaching art to high school students. I sought to discover
if 1t was possible to establish a ‘procedure in which I would not instruct
on the various notions pertaining to art ideas but in which 1 would -
analyze student art’ work, and based on the information gained from analy-

sfs, suggest to the student that he/she follow the outcome of-our inter-

. action. As a teacher. it was necessary for me to ensure that the stud-

ents seriously manifest through their art work, the variqys experiences

of making art, and that I have a means of evaluating the art work To

these ends, I established a procedure based on structural analysis for

the analysis of student art work. T then’ used this analysis to “evalu-

ate the significance of the work accompiished.

3,2 OBSERVATIONS.

The students began their art work without hesftation, This
can be stt’ibuted to severai faftors: most of the students had chosen

f

=12 -

ol

e b
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to'take the course; the efudents poesessed a personal concept of what
art was about;and went about ekpress1ng 1i; the paraphenalia of the
art room sdggested the ar;rbrocess; ahd'I.told the students, to assime
respods*hil{cy for initiating their art work and carrying through with
it - ‘

It was my 1ntenhion to circulate through the class in order
to make contact-with the students. I allowed'the\students to begiq
thefr work and assisted in some of the minor problems.of geé}ing'started. ‘
- Analysis of this stage of making art generally referred to: (1) resolv-
-1ng conflicts of intentfon - (2) determining the type of equipment and
materials to use, and (3) considering the design of the theme or comp-
os1t10n "“Students who eought my advice at this‘staee were considered
to have accomplfshed a degree of work that produced a conflict that war-
ranted "8 re ution as soon as possible. Students wh9m I recognizeg to n
_ be fﬁ’this primary stage of work and unablemtoﬁprgcced on their own were-
approached and questioned about what they m1ght do. Nhen a student in .
this stage formed.an intention, he was left on his own to work 1t out.

- ~The next stage of analysis concerned more adr;nced problems
related to the making process of form and content. Before I began to
1ateract with a student in this stage of work, . Judged whether a sig-
\'n1f1cant change in some/%sbect of the artwork had occurred. The judg- =~
ment was based on my knowledge and exper1enceV:2 a teacher and my feel-
ing that the student would be receptive to analysis of the‘work at that
time. Students whoh I hyhhssed because they showed intense involvement’
1ﬂ;yhe1r work, I recurned to at a more apprepriate time. The questions

that I asked were styled after the work undergoing‘analysis and were
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©

“terminated when the student expressed ah'understanding of the structure

or system on which he was or'should be‘working ‘

§4) o In cases where I Judged the making process to proceed at an )
,1nsuff1c1ent pa/é for the goai desired, I approached the student and ““é**

‘ﬂ‘n‘;'}’ ' engaged in a summary analysis of the work in progress. My main inten-
tion was - to have the student th1nk through the hext stage of the process
required to complete the work and eliminate any factor which might cause
a ‘'delay. In this way, the students qoncerned did not suffer from' a lack
of direction. o oo \

h
. In order to show the finished work to the arf class and allow

"1t to be recognized as the work of partiqulgr students, I set up a weekly
_ crﬁ;ique session. At this time; the student respdns1b1e for the art
. work was asked questions rebarding its structure. These questions were
.designed to summarize the meaning of-the Work and to rev1ew for the class
-0 the re]ationsh1ps between the levels of at the work represented.
It was my hope that at one session or another. shme of the students L4
would discover ideas of interest that they -might pursue on,the1r own'

later. Most of all, however, the critique provided me with the oppor- .

tunity to'evajuate the work with the class and to signify to the students

that these works were finished.

N g=‘ At the end of each semester, I analyzed each student's work
for the deveIOpment that had occurred. My intention, here, was to - 1
build the relationships w1th1n the various art ‘works and to establish

the factors tha; revealed meaning. Many of the previous questions and

answers were refterated, but this time in the new context and new rela-

tionships were formeg.




The structura] anaiysis conducted with each student was video
taped. The relationships in the student's work were established. and a

sumnary of the work of foun,sﬁgdents‘presented on the thesis video tape

is given in the previous section of this materfal. This summary doc-

uments the aesthetic significance and characteristics of style that per-

tained to each student's art work.

‘}0‘ (‘ . "

3,3 CoNCLUSIONS

Analysis, as the basis for teaching art, enabled me to conduct

o an art cldss and achjeve resu1ts which could be considered desirable from

a high school art class.’ The most significant results centered around

_ the relationship of the process of art to structural ana1ysis “‘Through

the procedures mentioned, the students developed a stronger interest i
& o . . .

their art and were able to work continudusly on ‘their own, forming as

they went, new dimensions in their work, As thé‘yean evolved, I found

.‘ nembers"ef the class to be confident in -their views about their own work.

I 1nferned'from the .summary structural analysis conducted at. the end
of the course‘thet the students had acquired a sdundkknowiedge‘of them-
selves d@rough,%heir/art. and'that they could see the.development of
their own style. ‘ |
| Even though the ciass'as a whole exhibited very positive and
satiefyinglreSUIss. structural dnaiysis revealed several weaknesses in

the'anproacn. I found that while analysis revealed the nature of the

»

problem at hand, unless the particular student concerned felt motivated, °

the work developed slower than expecggd. On occasion, this resulted
- : - 0’ ‘
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" in students using a greater amount of time: than was necessary to do

uN
the work. In order not to have this ‘appen too frequently. I established

a t1me '|1m1tation of two weeks for the comp'let1on of each art,work In-
var1ab1y, t'his was not aduered to, but it made the slower students
str1ve to fu'lfﬂl the time*1imit. , .
While all of the students evolved styles that were recognized
as their own, several in the class did so from working within a narrow é
range ofnvisual 1dea§¢ I attribute this :5 the manner 11; which tl;le form
and content of the artwork were aHowedi tos be 1ntr1néica11y conﬁected ‘
to the expression of it; aegéﬁetic/prinéipl\é's were not taught directly

to_the students but were acquired by the students‘through the art pro-.

I found thai‘ on]y/ students with good comprehensh;n acquired
“ notions that were based in historica,]\y formulated aesthetic princ1p1e?
"and developed abilities to use them. These students were either acad- |
emically motivated or had previous -art experience. Those who were,"/

taking art for the first time in high school did n@t have the previous

“experience that might have enable;)hem to understand and integrate

aesthetic principles in order to pérform at a greater depth of expres-
sfon, I fdel thaLt these inexperienced students\ would have benef1itted
more from a procedure that empWoblem solving rather than a- ¢
more ambiguous personal approach. ’ , ) .

Structura'l analy51 S was used to conduct an art class and re-,

concile the.varfous concerns of teach%g art in both an individual and

| coHect1ve manner, Nhﬂe I fee] that I may have achieved stronger

results 1n personal expression thén 1n the area of principles of form,
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in no way do, 1 doubt .that structural analysis has enabled everyone con-

nected with the study to gaih a measurje ofv success in art. In fact, the

weaknesses pointed out are ‘not so much those 1n’ the use of”'structural o C -

analysis, but in a lack on my part of not 1ntegrat1ng the cu1tura1 -aspect - .

of ar&;@onq]y enough with the stud}ts nh(?ﬂ abﬂi ties. * \ . )
The use of an analytical edure for teaching art to a high o

school class has demonstwated that 1t can fgrm mean1ngfu1 relati onships

- in the art work. The use_.of the procgedure with high'ly motivated or exper-

1enceq students in art, however, sug}:b

hat’ structural analysis could

be used with greater and more meaningful results. )
. , ) - ity

~~

¢

* .
3,4 IMpLICATIONS FOR FURTHER RESEARCH

Thfs study raises the following questions. open to specu'lat1on

and/or controlled researth:

1. Wha are the effects of structural Qnalysis on subsequent stu~
dent work? | '

2. What\are the effects of structural analysis of historical works
of art on subsequent student work?

3. What is the effect of ;;roup structural analysis of* the process
of structural analysis; and on subeequent 1nd1v1dua] student work?

4. What s the effect of structural analys1s through video on
that structural analysis and on, subM't 1nd1v1dua1 tudent work?

"5, What are the effects of the above on the teacher s subsequent ¥y
procedﬁres as well as the teacher's theoreticavl framework for structura'l

analysis? . - ) ,

o e
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APPENDIX 1

s *

”
Interviewing each student is

*in order to establish the aesthetic or

-

has for doing the art work, since these

analytical description of the art work.

necessary to structural analysis
cultural reasons that each student
-

are.not always revealed from an’

The fol1oﬁing chart is used as

a reference when conducting a structuraT ana}ysis ' .K

¥

. Diyision of Natura1~ahdr€%:Lura].

X £

Natural
A1l 'real' physical entities

Assertion of the artisgt's
activities

Csht‘puous time
Movement within thqbwork

Terms Applied to Art Ana]ysisf

Cultura1

The decision as concept’

Asseri1on of the viewer's per-
' ception.

.;]hé instant (no.time)

‘ " Fized position with the work '
(either suggested by the el e
artist's activities or - -
the subject matter)—" - )
Ground™, . .o | . Flgure?, , '
Emotion S .. ® B o ,afﬂisg}ng ) oo \\\».
Mixed series, cdntrasts, and " “The unit, and.self-objectives
random unit h e "~ within a system
Environmental ﬁ) ' . . Antienvironmental
\ (unperceived W 1e) ) ;K R {perceive parts of the wﬂﬁle)
o} \ ‘
'Bu:nham, p. 49. ) N
: .
i o ' F
) o/ -
° =19 -
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- APPENDIX 2 ..

~ . \ N
/‘ \ i R '
\

‘The théo?y\of The Structure of Art has evolved from'tpe work

— Ad

of Rolande Barthes and Ferdinand”de Saussure in linguistics, and Claude

’

Levi Strauss in- anthropology Including Jack Burnham, the four adthors

-have in common the formulation of their findings into dichotomies wh\ch

)

o

enables the work of one author to be equiva1en§/fo that of another.
Burnham's thedyy operates on.the basis ¢f signs. Eleménts that

oppose each otHer, such as 'natural' opposes ‘‘cultural' are placed in a

natural
cultural

always expresses a natural qualigy while the denominagor expresses a

set in order to form a sign, i.e., . The numsrator.of‘the sign

cultg;a1 qua]ity:. When'a relationship is established between tyo or more

signs, each sign assumes the role of representing e1ther,29;ura1 or cul-

tural attributes of the art objeg{ in question. For example, in the

7 image sform .
etﬂ/ation, concept L= Zontent * the’ left side represents natural qua]—

ities, and the right side represents cultural' qualities. This is founded

"on the notion that na;ural qualities are 'perceived' and cultural qual-

!

ities are 'ideational'.®
For the quaternary equafion to function actording to Burnham's
. N .' A \'
theory, there ﬁhst be a strong correspondence between the parts of the

equatioﬁ. In mathematical terms, this is expressed by the following:
a -
-)L . o
" ®Birnhem, pp. 20-22. (The sign"<::>="signifies an analogy
between the two parts rather than their equality.

- 20 -

!

- - - i e . - [? N N
T P A SR R e SRR R v i R 27

Ry B A

P

)

\&M.:".m“ S mM* it —




-

. f v
Natural RN Cultural

(R]ane of Conten@) (Plane of Expression)

content =<::>= - making process
artist™s intention logical reiation between
v the parts of the art object

or

content <- - - - - - = = - - - - » making process
... ) T 4

.
.
Y
e
.

P o ) S )
artist's intentione - - - :ﬁklog1cal,re1at1on between the parts

e - of the art object
N~

In the above diagram, the respective arrows refer to the
}

fo]]owjng: ~

«——— means "taking the opposite of the coefficients".

]

(‘ -a: < - - - -» means "taking the opposite of the joining s "o
\

& - - » -» Mmeans "taking the product of the two operations."!®

= \

The equation functions to reveal the analogical relations bet-
ween content and expression in a work of art, A1l successful art inte-

'grates the attributes of the two signs equally and fully as possibjé,

“50 that when the signs ‘are given theifkcorrect_values, the opposition

i .

between them is reconciled. A strong didgona1 correspondence between
two signs signifies  correct values. .

. Whereas all signs are divided into cultural and natural
terms, cultural terms culturalize their natural. counterparts
and natural terms naturalize the cultural. Where either
\ does not clearly occur, the art may be culturalized or natural-
- {zed on ‘the ideological plane, or its structure may remain
ambiguous, or it may npt function as art at all ! ' /

e > '%Burnham, pp. 56-59.

11bid., pp. 48-49. : : .
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- meaning in all non-objective art, including Suprematism, Constructivism,

.
_ .
W N TR T TIN5 L T y i

N APPENDIX'3 Vo
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- - -/

\ .
The“information given in the equations comes from one or more

soqrces,'and forms one-or more of the three pos;1b1e systems of meaning. - -
fhese three systems ere: (1) the Real System - (2) the System of Articul-
atiﬁg or Denotation, and (3) the System of Rhetoric or Co‘nnotataion.‘2
§tructura1 analysis is carried out by analyzing information gajned from
efther the art work, the student's or teacher's elaboration of it, and/or
§n aesthetic fdeology on which the art work is based. This information is )
}ntégrated into one of the three systems. |
Togethér they can be used to explain almost all of the possible
stryctural relatignships behind art styles. For instance, some of the
Surreglistic, Dadpistic, hgnnet1c and religious art, and muEﬁ of tﬁe
figurative avant. gf@%p art of tﬁe,nineteenté and twentieth ce tutjes is

defined by the Réa] System. The Denotative -System is used to define the

de St1j1 Abstract Expressionism. Color-Fie]d\Painting, Oh;ect Art, Pro-

"cess Art, and sometimes $urrea1ism and Dadaism. It is alsp used to

define much of Conceptual and Ecelogical Art. Nhen no expression ftakes
p1ace as\in the ready made, the Connotative System is used in order to

estab?ish meaingful relationships. The following illustrate the relatipn-'

'ships )n the three systems of structura) analysis.

o

128y rnhanm, pp. 52-61. - ‘ : Coe

. . 3
- ‘ -~ 22 - . . " -
o ’
4 Voo ' ‘
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1. The Real System

“

Content <= Expression

~ ’

content, making process
d . artist's intention O logical relation between
o ' elements in the art work

.

I .~ In the aque equation, content or the 'natural’ j§ analogous

to expression or the 'cultural'.

-
\ . 2. The System of Articulation,
\ . . »
Denotation %)= Expression

a *description of the art-

work signifying the .

experience i %::>= making process

. the 'content' or metalanguage the neutraiizing function
4 . . description of the art work of the art work's conten
through the experience per- or formal relations on
ceived , the content of previous
' ' art

LN

Lo ' ~In the System of Articulation, there is a plane of expression

—fi\ * but no b]ane,of content that reflects known subject matter. However,

the art work derives its meaning from verbal support of the artist.or \
. critic, and this description replaces thé plane of content.
W L d
c - 3. The System of Rhetoric. -
a . Co. .
‘Content . £ )= Connotation
[ 4 -
_.~ L k_ 3 o
. the most authoritative
writing abou?'the art work
‘ content as a categorical description
IRt y artist’s Tntention ‘(::>‘ the aesthetic Tdeology behind the
VO ‘ art work (the equilibrium of the
s - natural/cultural dichotomy as
e - expressed fn an object)
L ]
s ’~ f/




- ho plane of expression. Hence, the plane of expressionehas been -

kY

R B -

In the System of Rhetoric, there is a plane of content but
replaced by another called the plane of{conﬁota£1on. This plane repre-
sents the ritualistic or contextual deséfiption that is formed to provide

3

recognition to the object perceived.

’
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