2]

v
'

. The quahty ot this microformiis heavuly dependent upon the *
quality of the original thesis submitted for micrdfilming. -
‘Every effort has beeh made to ensure the hnghest,quahty of ¢
reproductlon possible.

Jf pages are missing, contact the universnty which gramed
the egree

x,"

t..a.’ “

Some f)ages may have indistinct print especrall if the
original pages were typed with a poor typewtiter ribbon or’
the university sent us an inferior photocopy '

Previously copyrighted matenals (Lournal amcles pub-
lished tests, etc.) are not filmed. .

v . «

. 4

Rep?oducnon infull or |n part of thxs microform is governed

mi
by the Canadian Copynght Act, RSC 19% c. $-30. b
y / Lo -
i S . \ ,_..\\
£ ' :
—/ ':
/ LI
\

" NL-339 {r. 88/04) , ' ’

v S ° i " - N
- -
A \ - A - *

Y N P

. . . N ) z ST
.o 2 c T U
.*l --National lerary . B:bhothe ue natnonale** . TR W e
) ~Of Canada ' - duC ana ) \d ” e o : I B
Canadlan Theses Serv:ce Servioe des théSes canal ienhes . . C , e Lo
. v - \ L. ‘ ' ‘ + Lt -
Ottawa, Canada e, . N .. \ . . - ..
K1A ON4 . , . . - .
3 4 B\ N A
< T T . e’ - 4 v .y . ; -
Y \ » S . ‘. Y , \ “, -,
. (\ L. . v \' , Yy X ‘
f ¥ ' . N 4 . ,
v.‘ + N N N * 1 M * hl - .
e ' ' :‘I . ' ’ ) i" ‘ ot
- R t v, } K
. “ ‘g ' - !
v " i . ’ L
2 * ¢ ' [} l‘» ,
- » Al - . .r. }.h A ) ] N
.0 ¢ s ) ! .t
: , , .
* , . . R
. L . , U o
f , 3 . .‘ " » ‘.- ) . - . ,'Ai » . . N

) La quallté de cette mlcroforme dépend grandemem de la

qualité de la thgse soumise au microfiimage. Nous avons
tout fait pour assurer une quahlé supéneure de reproduc,L

tion.

sl man e des pages, veuillez communlquer avec
. I'universit qunacoméré le grade ; .

’La qualité d' :mpressxon de certames page pgut laisser &

* désirer, surtout si lés pages originales ont &té dactylogra-
phlées ‘4 I'aide dun ruban Usé ou si l'université nous a fait
parvenir une photocopie de quamé intérieure. i
, Les documents -qui fpnt déja Iobjet d'u dront d'auteur
" (anticles de revue, iests pubhés, ne sont pas
mucronlmés . X

La reproductnon méme partielle, de cette microforme esf.
soumise 3 la Loi canaduenne sur le dront dauteur SRC
1970 ¢. C-30. ’ .




Lo ‘q ;

. f PR SAN R O ﬂmw'
VA N W TR T ‘}«u” IERE i s ‘:'{s.ﬁi’
s 15 . Gy w ey et e ta
o . N v v o
v Al -

; \ e '.J
3 N ;oo [} N
. Oy i . .
e * Lo B
. o M i ™~ N
¥ N N ) + N s
Ve < ’ e
1 - .
v i v . . - 4
: ‘e ¥ . -
v . ~
(S N
“ " L]
¢ h K4
. Y ~, v
’ » v N “~ ~ - < t
’ - X -
', Pt o
4 D
~
7 !
. . .
. .
u . -

A Husserllan Phenomenologlcal Investlgatlon of the ‘ i
leed Experlenge of an Art Educator and Children .

Lo

.

- . Alan Qeorgg»Wilébﬁ

\

A Thesis
?

‘ in

~ !
n

i ) . The Department CL
, ' ' Y
. : of

v

, : ' Art Education : ) ‘
L3 4 ° N
- : 4 \‘ and ‘. )

Die ¢ - /
S \ 2~{ : .o Art Therapy

- 1
. ¢

Presented in Partial Fulfillment of the-Requirements -

, for" the Degree of Doctor of Phllosophy at
. Concordia Unlver51ty
! Montréal, Québec, .Canada % ,
. T ' ’ .
- ' a t . . A » ‘ .
t v N »
. . .. March 1988 . ‘ o .
~ . ~ . (' . . &
v toa { Lt !
§ v * A
L] [Y J
! ¢ N . ) B
» . A N P . ) N o :- ,
. ot - © Alan George Wilson, 1988 : .
‘ Y ) » : [ ] 6 bad K
.. . \
{:: . ;
\ N ! ’ J"J
L s " ‘- NS N P




® .
23 '

Permission has beén §}Anted
‘to the National Library- of
Canada to microfilm this

copies of the £

[}

thesis. and to j;nd or sell.
1

" The author (copyright owrer)

other
rights, and
neither the thesis nor
extensive extracts from it
may be printed or otherwise

has reserved '
publication

reproduced without his/her

written permission, _. /

_Qu anadq de -
cette “thése et de préter ou -

-

e Yo

L'autorisation a été. accordée
3 la Bibliothdque nationale
microfilmer

de vendre des’ exemplaires du
film. - -« -

‘L'auteur (titulaire du droit

a' auteur) se réserve les
autres droits de publication;
ni- la thése ni de.  longs
extraits de celle-ci ne
doivent @étre imprimés ou
autrement reproduits sans son

.autorisation écrite.

- / =

~

BORE
Pl asiihy
s O
AT -
.
.

AN e



- . H - - /
! '. ABSTRACT = -
i " A Husserlian Phenomenological Investigation of the

. Lived.Experience of an Art Educator and Children,

. .
. .
s 7 .
4 * *
s g .

.Alan .George Wilson, Ph;D. o v
Concordia University, 1988 -

The purpose of this study was to inquire into the

P

,interactions which took place between a teacher and

A

.®  students in a secondary school. art classroom during,

U ’

_ an experimental painting project. These classroom

-

intgraétions we;é recognized as highly complex structures .

of experience involving a constantly changing interplay oo
“between' teacher and students. Edmund_ﬂusse;l's

phenomenology was used to philosophically ground a

qualita?ive invéstigation into thié-agt,classroom

gxperience\ Concomitant, usually unquestioned, assumptions

‘

.

inherent’ within the experience became the subject of a CL .
- ! ‘ LA, .

.

phenomenological inquiry. .
The events which occurred in the art classroom during
‘ the painting project wére first viewed from the‘coqmdnly
accepted everyday perépectivq/’orﬁ"natqral standpoint".
Thig became an objecti§e aesqription of the gvénts 9? the

y " : . > ’ s I} (
experience. A discussion and.explication of Husserl's

‘phen?menolbgical concepts which had a bearing on this . -

_inquiry emphasized the simplicity of phenomenology rather.
‘g : ' ' -
than its complexity. Following this discussion, the o
7 - / .
éxperience was subjected to phenomenological analysis. In

(24

" N (iii) /

;.‘. * e
-~
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this analysis the assumptions, values, beliefs and meapihgs
' ' s . '
which are intrinsic components of naturélf%tandp01nt

S

interactions came under scrutiny. " 3

Rather than remain at a philosophic level and

engage in a discussion of phenomenology, the researcher

-

Y L
attempted to discover how‘these‘phenomenblcgipal‘concepts

.
operated within the context of the experience. 1In this |

o Y

‘doiné of phenémenoiogy, dialogue was analyzed in an attempy

to understand fully the inherent structures of experience.

[4 H -
Significant revelations of this analysis were that

- student intentions regarding the experimental project .

dif fered from those of their teacher. The analysis alsa
. - ) B \ . . -
revealed how beliefs, views and meanings were transferred

~

from teacher to students. Inherent meanihg was discovered

to have a flexible nature. 1In the light of new experience, <«
. -~

préviously held meanings wete superseded by ones bearing . :

s . ‘ \ % X . . / .

verifiable authenticity. The students displayed a growing
. L b

ability to understand and to analyze their own paintings, ,

as well as.their classmates'.Their perceptions of value
of art works altered perégptibly, objective monetary value

was displaceénby -a more Subjeééiée value:based upon
» personal feelings. : . ,

. 1
.

.The study concludes with a recommendation that further

research be conducted into art classroom envi;onments.t

[ A
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- , L o . Introduction © -
T ! \ . " . . R ‘. ’
This: study anters the world of an art teacher and

. ' studehts as they embark upon a new paintingroroﬁect.‘ The
: prlmary thrust and ‘purpose of this §tudy 1s an attempt to
provide general 1nsﬂ6htsm3nd degrees of understandlng into " s 4

the part1c1pants experiences, from their v1ewp01nt, as

»they operatewand interact w1th one another in their worlcl./—7 .
\' "The participants under study meet in the classroom
u environment for tne purpose of sharing an educational\

experience. To that environment they bring with them

memor ies of past experiences which contribute to make them -~
:‘:v‘ AN

'the individuals they are at the present time. Tne teaqher
views this shared experience and operates within its

~ 4\-'<'P'otmdaries in a certain'way. Her purpose during this.
p

ainting'project 1s different to that of her students. She

»

'is here to teach, to impart and share knowledge about the

subject of thls project ‘with which she is already famlllar,
u namely, palntlng in an experlmental manner. ) -

. In comparison to their teacher, thegstudents'view and
live'through,tp;s shared experience in ; véry‘different'

o

[ —

way. Their burpose is to learn, to gain knowledge and
understandlng from' the experlence. fhey are, about to be

- ' exposed. to, to experlence for themselves, a way of painting

which is completely new to them. Wlth only a general theme

o
1 a



. this expérimantal;péinting project. '

N

EXS

Rationale of the Study

As a researcher, I am attEmptlng to reach an

understanding of the two experlentlal perspectlves w1th1n
d S
the painting pgogectg- the teacher's and the students'. I’
-, R ’ ‘ :

a
Y

'aim to search for uniformities and regularities within the

Ateaching/leérnihg process, and to understand the meaning

»

and value of 1nd1v1dua1 experience w1th1n that process,
) ¢
from the point of view of the part1c1pants. If individual

experience can be vigWed as containing universal eleménts,
then an inguiry into iqdividuaf experience could yielad
udivergai insights. It is in this way I b;lieve'an
understanding of the structures of the individual
experiences of the paréicipants cowkd make a uniqué

contribution to a general understanding of art classroop’

~ k)
o ’ [

experiences.

°
@

A Provisional Definition of -Husserl's Phehiomenology

Edmund Husserl's phenomenology prdvides the
philosophical grounding for this study. Rather than
attempt a complicated definition of phenomenology at this
stageLof the study (the nature of Husserl's phepomen@lqu

L3

and specific concepts whicﬁ Have a bearing on this study

are discussed in dg;ail in chapter 4),.I offer a definition

which clearly and effectively communicates Husserl's ,

understanding of the fung¢tion of phenonmenology.

2 5

k3l




Phenomenology is a methodology by whic% ekperience

meanings emerge in the course of human activities.

Empirical, or non—phenomenologicél,investigations assume
- ’ ~ N M

that meanings are given to us ready-made-and that they are

stable, Phenomenologiets tend to see meanings as. more

+

' A distinguishing feature which help§ in an

S understanding of a phenomenclogical position is, that

T -

of assumptions. P¥om a phenomenological viewpoirt,

. aspumptions are seen.as those “BSometimes hidden,

d, or taken-for-grented factors whicn\often
N ) . ?
a conscious level, and which can 1ngluence

unrecogni

. . operate belo
- % - ‘ v .
how humans tHink, act and v1ew “the world. ‘These

P

assumptions

3

re inherent w1thin the "natural attitude";:or,
everyday, Qnreflective, non-phenomenological view of* the

world. BEHenomenology attemp¢5‘to'nullify factors, which
infldénce assumptions by setiing aseumptions aside. ‘Freed
from the subtle and pervasive influence -of assuﬁptio?s,

phenomenology becomes a disciplined nethod by which the

»

© -

\\h“\\ dynamic and emerging from the context of human experiences.

may be subjectively viewed'and inveetigated The '(u;u.;\;
”:‘ subject1v1ty of human experlence is recogiized by
phenomenology as the essentlal cPre in any 1nvestlgat10n of'
; the relatlonshlp between human beings and the world. .iﬁ
' ' is subjectivity, the cornerstone of ;i&ed experience, ‘that
phenomenology attempts to understand. ‘The primary reason
:' for stuoyjng subjective experience is\%o investioate how ‘

-

complexity of human experience can be explored and by whichf?- \
p N - .
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.meaningful features can be extractfa andgiegeral, universal

féatures-described. Descriptions of the ‘featpres can aid

’

/7 in an understandlng of experlence by laylng bare underlylng

-

2 ¢ intentional structures and meanlngs.

-~

2 . Phenﬁhenology v1ews subjectlve features of experiente

- .
. ’ . .. ..

* ; as possessing viable\, valuablé and’ essential
“ L 4 ) P .

. ,, .

‘charécteristics‘which, if under'stood, can contribute toward

I .
an understanding of human experience in general.

)’

SL:‘ . Method andg Phenomenologlcal Nature of the Study’

/ ’
To obtain detamled knowledge and understandlng about

” N

>the world of a teacher and 14 sbhdents as they ll&e ¢hr0ugh

the experience of an,experlmentaL painting’ progept,\l.w1ll
it ""4{ Do . A .- i _
.sy§ﬁematically observe and record the‘:interactions which

taﬁ% nlace during the event. Data will-be gathered by 7

means of written:aesciigbféns, photography and audio-tape
* ' recording. ‘A transcription of the audio-tape will provide

a dialogue of the participants' verbal "interactions.
2,

D ring E,9 course of the event I will questlon the teacher
- . -
lﬁ-students and record thelr responses to"add a further .

d1;§;2333’ the data. s . N i

» ¥

The research w1ll f0cus,ngon the experlenca of. the’

’ ’

\‘

-, be used as an 1nv1tat10n to the reader to CO-meditate on

paﬁticlpants as- they llve ghrough “the classroom progect.
Aspects of. 1nt€ractlons within the classroom experlence

will be 31ng1ed out and'Edmund Husserl' s phenomenology wlll

1
’

- Ny

the_s;ghlflcance#of)these selected experlences. If the .
' N ’ ' '- ‘

/ - e ‘ T

“
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reader’ coulé&make an attempt to suspend, or leave aside
"natural attltude"\(f'e. every- day) assumptlons such as

viewing the urfolding events in an objective manner ahd‘
looking P%r causal[eonnedtions Qithiﬁ the ihteractions,

thenh an apprdpriate co-meditating posture could be

adopted. In this posture selected classroom experiences

can be viewed in a novel and insightful way: The lived

suEﬁective-anq intersubjective structures of experience

.

- . . N

can he‘explored,-how these structures arise withim the

»

interastions, and what meanings and values the partigiﬁants

1

dscribe to them can be declosed. Entry will have been

gained 1nto the subjective experience of the part1c1pants,
-

and-fhe resultlng phenomenologlcal ‘view of that experlence

can contribute to a w1der understandlng ogrsrbjectlver

elements-w1tth experience in ‘art edpcation environments.

v . Organizatioh of Chapters " Co v
) 4
Thls study is organlzed so that it is representatlve

of an experlentlally boundp phenomenolog1ca1 investigation, °

1ts/spec1al,characterlstlcs being that the particulars of
J B

the event 'are documented before the focus moves to various
. . M N . ’

-

levels. of abstraction. = = . \

-~

in *hat it descrlbes the rationale of the research, the =

1

method to be used, and provxdes a brief definition of the

. phenomenological methqdoldgy-ﬁtilized in the study. . .

N ‘

D) i -
. .
-

-

Chapter 1 constltutes an overv1ew of the 1nvest1gat10n
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Chapter 2 ‘comprises a review of relevant literature

during whicH the Husserlian phenomenological nature of the

proposed study is compared and contrasted against a .

- L '
tradition of phenomenological inquiries in the field of art

-education. . : . )
N * r

'« An objective description of the 12 lessons which make -
up the experimental painting project comprises chapter 3. k

\

“The particular Hsterllan phenomenological nature of
the study is discussed in chapter 4, w1th examples taken
R ) . from a transcrlpt of the event used. to explain h L T '
phenoﬁenologiéal concepts:.

\\\\ . In chapter 5 events, stages—and pivdtal moments of ‘the

classroom experience are-subjected to a distinctive type of

. ' "+ ° analysis, namely, .

B . ) - .
phenomenolpgical. '

e

. . In chapter individual strands of meaning are

E,f, : ' extracted from th analysis of the previeué chapter and

formed to provide understanding, of the sigqfficant

structures of thg event. *

In order to\ensure privacy and confidentiality
pseudonyms have been substituted for:the names of the,

- teacher and. students who participated ih'this'résearqh.‘
. ) -
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Chapter 2

»

. RePtew Related Literature -
\f ! i '

- An examination of phenomenological studies in the T -

field of art education is the primary concer; of tﬁis
review of literature. Discugsién-of éll litératureris )/ -
structu;éd around' factors which determine a study's .
phenomenological désignation. 'While‘the subjecf of t?is -
inquiry;}s art classroom experience, its methodology is

phénomenolo ical.? It is this phénomenological methodol&gy,
9 . '
. . i

, a

rather than the subject of classrom experiencé, which

- provides the focal point for this review.

This chapter comprises three distindk parts. The

first provides a general overview of phenomenological

3

' . 'inquiries in the.field of art education. The second

~

_presents a ﬁore a;ﬁailed éxaminatipp df fhose inquiriés in

the field which méke use of Hﬁsserl's phenomenology. The
' third outlines inquirdies that. combine qualitative and ’
quantitative methodologies.

., First ‘the term “qu;litativé" as it is used here needs
Elar;fication. The qualitative mode of inquiry which most

. —

jgnérally categorizes phenomenoiogical works cited in this
chapter bEEéé”to be established in bre educptioﬂal research

-during" the early 1970's. <9It has been described in various
N . J
wayshsuch‘as naturalistic, alternate, contextualiét,
( ' \
éonst ucthlst, and ecological (Alexandgr, 1981, p. 35).

~

For the purpose of rev1ew1ng such research in this chapter,

-

'o o 7. . A 4.

'
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howeyyr, I will remain with the moreealdely used and
dbderstood designat 3 Qualltatlveu It is-.not necessary
to trace the eplstezgloglcal roots of the S atlve back:
to idealism and thgn embark on’ a class;c mpar{son w1th .

! .
natfiralism, as, for ekample, Pohland (1972) does with the

N

qualitative *techniquée. of participant observation. Be:i:i§/

Husserl's phenomenology can‘be‘described'as a qualita

- methodology 1t is necessary ‘to outline the nature of the

/

v

PN

[ ]

qualltatlv%ﬂ to contrast it w1th ‘the quantltatlve, to - Co .

-

briefly discuss the qualltatlve—quantltatlve methodological

| .
dlspute and indicate how 1nportant the qualitative research -
methodology has become for the field of art education.

To speak of qualitative inquiry is to indicate an-

immersion in a research setting, a direct “observation of

the interrelated realities discovered there, which results
in an essentially descriﬁtive reporting of uncovered _— ‘N

situated truths. “If truths and realit¥es are sought by

. s . . :
both methodologies, a gqualitative researcher sees them as

plhral and situational-contextual, whereas a quantitative
researcher sees them as singular, fragmentable and having

direct applicability to other situatlgps.

Qnalitative.researchers become immersed in the
subjective aspect of human experience. The aim of a , ] {
qualitative orientation is to seek out and explicate,
meaning or significance from this experience. Qﬁantitative

researchers, seeking objectified and quantified knowledge,

k]
. ‘e . . ) . D
aim for verifiable gene&allzatlon and generate normative
1] ) . i B !
¢ ’ ! . . . b
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‘phenomena. Participant observation, some

. 9.

' statements concerning uniformities in the empirical °
process.

From the perspective of phenomenologlcal sbc1ology, g

George Psathas (1973) comments on the aspect of the

rd

subjective, and in so doing provides a clear view of the
qualitative-guanéitative positions: _
There has been.a tendency to treat the subjective as

- - LS
"merely!" subjective or as so idosyncractic that social

scienceé, concerned with patteins and general%ties,
cannot se?;ously study it. This overlooks the

possibilit} of finding patte¥ns in the sujective

experiences -of individuals and denies the social a

J

. . . ' N
scientist access to hbhman experiences unless he can;,

. ' ) \
dlmost in advance of his study, be ‘assured that order -

. -

_  and structure will be found. There is a basic

misunderstanding among’thoee who adcpt positi%ist.and
behav1orlst approaches that human experience is too
subjective, varlable, and 1nacce551blecig\be studled.
Yet at its core, phepomenology represepts the effort
to describe human experience, (p. i3)

A quelitat%ve'invegtigator ehen, seeks‘insigh

a

and knowledge through direct involvement in

experience, and through a comparison of unco

—

¥

~
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»

,of inquiry. By becoming an obsefver who participates in

o ' a situation, and then writes a qualitative description e

" » -

. of‘that Situation, the’ researcher attempts to re-create

-

-

;ﬁg?-“ ‘ .~what is observed. This re—creation effectively allows K
3 )

the observation to/be experienced by others. Through’

written description, the qualitative researcher transmits
« N b

; : S i
-~ ! the felt qualities of a situation so that the reader can
E - } get some indication of what "being there" was like% As

i .

"it would be ,impossible to observe, let alone describe,

everything in a given environment, the researcher selects .
" ha

AS

events from the experience that he or she considers. most
- - - .
significant. Being immersed withind a given environment ’

a . allows a researcher to' seek Significance from meanings :

that would ordinarily be hidden to a casual observer.

George Willis, writing about the qualitative, explains that //

.

[P P

the uncovering and disclosure of meaning is the indication s
of ". . . qualities and characteristics described in ways /
that permit a variety of comparisons leading to inferences //
about meaning" (1978, p. 11.) Im other words, the‘meaning//
. observed and understood in one situation can be compared,to
meaning i:banother, to better understand the Significance
‘b - . .

/ of the uncovered meaning. J

' Researchers.in the field of .art education

(3
’

. " . became more aware of the possibilities of qualitative
R
% inquiries following the publication of Kenneth Befttel's !

N

Alternatives for Art Education Research in 1973. Throughn

an existential-phenomenélogifaimind particularly a

~

L

N .
. s

B : . N J ¢ AN

ViToe S R .
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o P hermeneutic mode of inquiry, Beittel locked for ways to \

| '
i — .

nderstand the nature of art making. Hetmeneutics clkims
/ . -
/// all experience is interpreted. As Rf&hard Palmer (1969)
/ describes its primary purposes "It lays-‘'open what was

' . . , . . ?
)i//‘ hidden; it constitutes not an interpretation of an

! . .
’7"‘*\Q‘ interpretation (which textual explication is) but the

., primary act of interpretation which first brings a thing
' v

// o from concealment" (p. 129). It sets aside. the:

;/ epistemoloéical perspective of phenomenology for an .

ontological one, By way of contrast, phenomenology

attempts descrlptlons of intentional experlence as free as
3
¢ * possible from interpretation, theoretical constructs or

presuppositions. It-Searches, notqfof an interpretation. -
of thlngs coneealed, but for the "thlng 1tself" Since a o !
‘functlon of hermeneutics is.to help researchers gafg'an '
interpretive understandlng, for Beittel and the studles O

spawned under his 1nfluence, espec1ally at the Pennsylvanla

State University, hermeneutic inquiry became a methddology
particularly suited to study the act of making.art.‘ Such

studies began what has become a tradition of qualitative

- , * ] . \
investigations within the field.

L

Overview of Phenomenological Inquiries in the Field of Art
Education ’

The selection of inquiries that I have included in
this section are here because .they have been described by

their authors, either,in the titles or abstracts, as
- ‘ e
. - ¥
phenomenological. Within this generic heading there

u ‘ .
- - 1
N ’
¥ N . 4
‘
roadi -
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- exists a numﬁe¥ of sub-headings which cover the various e

branches ané\offshoots\of phenomehology. Regardless which,

type or form of phenomenology is followed, these works have *

-

- © N .
a number of things in common. The researchers observed
{ . .
objects, environments and/or structures of the everyday or ;
‘ o . .

ordinary. world. They then sought to recognize their .own
individual perceptions of this Qorld.and shifted from tﬁem .
“.surface 1evgl of unferstanding, toward én ur'derstanding of@~
" the more deeply é@bedded stfuctuge'%f meanings that-was , N
initially hidgen.% Not only wad an iﬂéividual understapding
sought, buﬁ also a deeper understanding of meaning‘wﬂ%ch
was put into a contexF from which ofﬁé;s could'formq#ate

stéQSiég.' ’ \ )

The followile thifee studies reflecj;ﬁenaethkpef%tel's
. 7, .

-

interest as well as his influence in the app?ﬁcatioﬁ of °

.2 .
cualitative iresearch strategies. Martin Heidegger's

existential phenomenology as well as Hans-Georg Gadamer's N

dialectic hermeneutic metMod of phenpmenoldgical inquiry -
g ' ! )
provided the philosophical basis for investigatiors by
~ Cathy Brooks (1980), Mary Lou Stokrocki’ (1981) and Susan

» , -

Hood (1984). . ‘

-

.  Cathy Brooks (1980) explored the'meéning of her
- own childhood art experience from the perspéctive ?f
adult, and of art educator. - The inquiry'was’divided
into a presentation and interpretatipn of the text, 'which
was followed by a theoretical explanation utilizing a
dialectic hermeneutic. The inquiry was described by -

- - \ »

.y




. o .. .
. . N
- ' ' : 13. !
X «

Brooks as qﬁalitatiyg, pggnomenologi¢al'anﬁ hermeﬁeutic.,
It was.qhalitative in both 'substance and methodology.
The‘author's.own ért works that had been produced during .
childhood became the aréifacts to be investigated. These
artifacts  brought childhood memories to syrface
consciousness, memories which /had been partl& forgotten‘
during the years between chjldhood and adulthood. These
resurfaégd memories were translated into a text which was

¢

then interpreted following Gadamer's notions of hermenuetic

>

understanding. The hermeneutic was dialectic in the way in

which the text was inteﬁpfeted, and theiresulting

ﬁnderstanding of thd&t interpretation revealed the

historical and linguistic nature of the;author's "being".
‘Thaé'thecinquiry-was hermeneutic and dialectic I would

agree. It was phenomenological in its déscriptive aspect§
e
as the text describes thetauthor's pqrgeption of a "world™.

But the phenomenological aspect of the work could be

questioned on the grounds that there was no recognition,

-

. ) , ,
or use made, of an epoché, reduction or bracketing process.
v . !

-

While existential-phenomenologists do not'completely

endorse the epoché, a-relevant and prac;ical use for ‘the,

concept can be found in exisfential-phenomenologicq} L

-

investigations, for examples see Ecker, Johnson, and Kaelin
(1969), as well as Kaelin (1970a) and (197.0b).

’ While I.deal with the epoché in detail in chapter 4, I

.

will point out some salient features of the concept at this -

point for I believe an understanding of the epoché& aids in

[}

. - ]
-
1
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‘an dnderstanding of ;hé phenomenological studies reviewed
‘here. As part ‘of the "natyral standpoint" or the commonly
accepted everyday Qprld there are egually commonly accepted

and even unguestioned assumptions and presuppositrons.“The
perforhance of an epoché allows a phenomenologicallinquirer

to suspend belief %n the natural standpoint, and in so
doing a first' step is taken toward a phéhomenological
« N \

attitude. 1In this phenomenological attitude an ingquirer

;
¢

has broken free of all the assumpﬁidns and presuppbsifions»
/ 4 -

of the natural“standpoinf. A change in viewpoint has taken
! " .

place, the inquirer’ is now in a position to describe’

subjective experience without ‘the constraints whi¢h prior

theories, hypoﬁheseé, assumptions and présuppositions, put
< . Lf "

upon that deécription.‘ €;ﬂed from ‘these constraints, the

P .

description in effect becomes ﬁhenomenologiéal..“ H

. When I point out that a study in. this chapter has

" ignored or ‘overlooked the epoché, I .am also questioning how

\

‘a study has dealt with the a§sumptions‘and presuppositions

-implicit in” the natural standpoint. For. I believe a

k3

recognitign of‘thesé asspmptiqns and presuppositions help

. characterize an inquiry as phenomenological.

" Mary Lou Stgkrocki'(l981) based her research on
the art educational'enviroﬁﬁen; of a pottery.class wﬁich
featured Kenneth Beittel as thé teacher. ?he,description
of the interactions which took place in the class became
a text for subsequeﬁE interpretation. As well as
hermeneutics, the author used a microethnographic ané

b s
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phenomenologlcal descrlptlve approach as a bas¢s for

-

Jthe 1nxestlgat10n. The phenomenoioglcal aspect of R /

" the 1nvest1gat10n, which is of prlmary 1nterest here,

-

X4
'

but an ihtegration»of oersohel tradition with the larger

. . " 3 . .
‘Husserlian) hermeneutic form of phenomenology, one .which

P T e
was characterlzedebyﬂétokrockl as arlslng out of her.*
kY,

personal experlence Q@E%“the env1ronmenta1 sxtuatlon
(p 17). The inquiry was descrlbed by Stokrocﬁl as being

phenoﬁenologlcal "in some ways" (p. 17) because of its

¥

concern with the deep séfucture of‘experience, and not

only apparent'obserVEtions. The phenomenology utilized
{ .
in the 1nvestlgatlon was 1dentif1ed and positioned as .
* [}

not following Husse;l s-". . . bracketlng of reality,

-hérmeneutie sense~of }raditioﬁ"~(pp.'195-l96) Gadamer's .

q

hermeneutlcs and Heldegger s exlstentlallsm provide the‘
groundlng of StO&tOCkl s “larger" view of phenomenology. ) N

' Husserl, however, never descrlbed his epoché as having

‘the functigh of bracketing."reality". Apart from this

misunderstanding of Husserl, Stokrocki did characterize the
types.of phencmenology the ingﬁiry followed as a wider (than
'.‘" l“ >, N g « N -
links personal descriptions q? experience to the wider
influence of knowledge and uhderstanding in the hgrmeneutic u

tradltlon. Understood-in this manner, I -am able to retain

\Y

1ts descrlptlon as phenomenological.

r

Susan’ Hood (1984)'ut111;ed both Gadamer's and

Heidegger's existential philosophy to ground her

'investigep' n. ‘The author's own educational experiences’

S

s
PN 7 R
i
) .
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‘as art educator, art’historian -and artist, formed the
basis of the inquiry. Hood embarked upon agdfalectic
which formed a'ﬁulti—Leve; text between the éhthor's
life-world position,‘(the view of the world ﬁollowingdan
epoché of the accepted world or natural ;tandpoint) s
throuéh the gctuéi process of writing the‘inquify, to
\fhe dissertation itself as it took form. A\description'
which m?de use of both meméry and past imagery was i | N
termed phenoménological description. Any descrip;iéh
termed phehomenological, hozever, 6ught zzLenter ipto
some discussion as to the néture‘of thdf.phenomenology,,
especially‘in view of the fact that in Husse;l';' *
phenomenology, tp.move from the "nafural‘standpoint",
whicﬁ is the commonly accepted everYdayfonl&r to the
life-world from which Hood began her inguiry, involves an
epoché of the natural standpoint?y Hood does, however,

@

characterize the phenomenology she follows as hermeneutic.

~

But again, that crucial element of a phgha

involves a shift in attitude from the nat{ra standpoint

to the life-world, the epoch&, was overloo which only

) N ) .
serves to diminish that aspect of the work categorized as

» « \

phenomenological. ' o

S

While it should be remembered that none of tHese

]

hermeneytic studies have the word phenomenology in .

the titles, the respective authors described them as
. ,

phenomenological in €1y abstracts. The hermeneutic

b

\ L
and dialectical charxagfer of‘these studies is not being

\ ’ ~

14,
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questioned. The phenomenological aspect, however, could

have been more preciséiy*defined and'positioned, with

the p0551ble exception of Stokrocki's 'work. Two of the .

works essentlally overlooked the concept of epoché and
?

bracketing, a cond@pt SO important'to a phenomenology of

’

any type, which 1nvolves a movement away from the natural

standp01nt——Stokrock1 s concern with the “deep sEructure of
experience", Hood's life-world position~-that this wfiterﬂ

" believes ; work descriped'ES phenomenoiogicel sn0u1d take
the epoché into account. |

N

. §
Thg;e seems to be a division among existential

phenomenologists;.those who_endorfe,fhe’epoché as having a
situational relevancy, Ecker, Johnson and Kaeiin‘(1969),
Kaelin (1970a, 1970b), and Stapleton (1983); and those who
follow Hiedegger, Sartre, and Merleau-Ponty and re%ect it;
i.e., Ricoeu (1967), Ihde (1971), Vanaenberg (1969, 1971),
and Denton (‘974). The 1mportant,p01nt is, however, thet-

no mattenuwipbh position in the debate on the epoché an

- existential phenomenologist takes, the epoché musg\be
recognized and dealt with so that 1he assumptions and '
presuppositions of the naturdl standpoint~ can be either
set aside, or made an Object oft scrutlny. Therefore, in
thls writer's opinion, these studies could have followed
one of two strategies. Tney pould have recognizeq
(either accepted or;rejected) the epoché and eubsequently
conducted the inveetigation.ffom tne-sphere of the na&prel

. ,\ o
standpoint. Failing this théy could have substituted the

1
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deseriptioh "quqlitative"'wherever there was any-reference .

L ad N

%o ththerm phenemenological. Whichever choice would have

VJ ' - .

been made, the hermeneutic nature of the stuaies would
?

have fehaineq intact, and the phenomenologlcal aspect
] ” . .

accounted for more xhoroughly.}ji am awa;e,'hqwever, that

&

phenomenology need,not be tggught og only in Husserlian

terms ™, But by recc%nizing the concept of the epoché&,  an

I4
"

existential pHeno Enolegist can still remain within’ g
ralrdr's (1969, p. 127).interpretati3h of phenomenology

a$ expanded by Heldegger:“ To be a way of accepting .
» : '

the existentialist netien'of\disclo%ing’"being" either
"in its immediagy ‘o "historicality". The'recognitioﬁ.7

M : * - ' . .;
of the epoche does not alter a crucial element which . ,

.

dlfferentlates Husserlian phenomenOIOgy from all other
s ot .

‘practlces\ﬁf th'methodology. Husserlian- phenomenology

starts grom, and maintains an eplstdmologlcal stance, while

4

’ L
. are ontological in nature.
. T ~T$r

all other forms of phenomenology,l:?ézudlng hermeneutics,

Inqulrles Taking an Existential-Phenomenological Aesthetlc

~¢  Approach’ v R .

-

Eugene Kaelln s exi tentlal-pg\nomenologlcal aes:hetlc

L

. (
DR theories prov1ded the grounding for the secondqcluster of

{
\%fudles. .Before outllnlng these works I wrif first brlefly

‘describe phenomenologlcal aé%thetlcs and Kaelin's

Al . 4 » v

phenomenologlcal p051t10n. , N C

[
- L
o >

LT The essential purpose of phenomenologlcal aesthetlcs,

" ) which is :2223 on an existentialist philosophy, is to’
. 2 . ’ ' !

M .



.
‘1 " ~ - s
-

establish ". . - relevance in statements‘of criticism"™

{Ecker, Johnson and Kaelln, 1969, p. 583). Thls is o

. h

F . accomplighed by making, .distinctions between the relevant
and the irrelevant, that is, employing a phenomenological
. epoché in order to bracket all irrelevancies as the

{ . Y

appreciator attends to the aesthetic object.

.

in this Qay,.

‘ after the brackéting process, the appearances are the

aesthetic object (Ecker et al, 1969, p. 584).

t
Kaelin acknowledged an influence of existentialists

Heidegger and Sartre, but attnfguted to Mefleau~Ponty an
' —
influence overriding all others (Kaelin,

works.

'S

5
Ld

v Suly

1970a, p. 313).

For the practice of aesthetic criticism Kaelin endorsed

\“

Husserl and the concept of the epoché up to the point of

1

ézanscendentalism, which for Kaelin (1970b, p. 162) is an

"isolation"

of the structures of consciousness.

. } var
‘In othet

words, Kaelin held that this modified form of Hugserl's

epoché was more relevant to aesthetic analysis’'than a

o

2

complete Husserlian transcendentalism.

felt that the early Husserl of ldeas (first published in /.

3

Moreover,

A3

Kae;in-

1913)° was more useful for aesthetic 'criticism than jater

- . . P -
works (Kaelin, 1970b, pp. 135—163): In his descriptive

EIN

/

-

4

’

termlnology as it pertalns to art ;prks Kaelin made use

of "counters

-

whlch contribute to expresaive‘ccntent

and pertain to bothssutface and depth qualities of art

characteri;e anything that can be distinguished {n

A

© .

These counters are phenomenological in that they

an
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art work after an»epoché, that is, in the bracketed state

.4 . - d
(Ecker -et al, 1969, pp. 584- 585) . ,

Surface countere.arefjhose‘elements in an art work
s

h as color and the way it functions, as well as the

interaction between coloriﬁ‘which create spatial tension. \

¢

The significance of a surface is controlled by the viewer's
! e o . ’
perception of how surface counters relate to each other.

< \

The surface becomes orgahized in the viewer's conscious

)

perception of the‘objegt. Depth counters are al related
» o v
to.each other as well as to surface-counters. Depth

counters become significant in the viewing of a surface of
. ~ » J d

a work in the way ip which they are perceived td create th

. ~appearance of‘depth ] , ) ‘ .

Influenced by Kae11n s phenomenologlcal-ex1stent1al , Lo

~ \pos1t10n are studies by Paull McCoy (1970), Hugh Stumbo
(1970), Jimmy Wright (1973), Marianne Suggs (1976),'Barry - .
Lieberman (1980) a?d Anne-Lindsey (1982). .- |

? \ Pauil_McCoy (1970) attempted an e#@étential- .

>y , vphenomenological~approach toward'art}educationFstrategies.

e designéd an experimental treatment~regarding aesthetid

’gfowth in which teachers became producing artists in
company with students. Maurice Merleau-Ponty as wellk ) -
B as Eugene Kaelin provided some of the existential-
¢ pheno@enological basis for McCoy's inquirx into aesthetic
experience. McCoy investigated qualitative aspects in an
exlstentlal-phenomenologlcal sense, as well as emp1r1ca1

‘/
aspects, in an experimental attempt to confirm hypotheses.x

¥ . R " F ]

*
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‘ ;f the iﬂtent of\McCoy's inquiry was to usé a
combined approach (qualipétive-quantitative)fthen this
intent should have. been d%séussed more thoroughly by the
author. oghefwrse; in.my opinion, McCoy should have '
_remained with one approach, and, because the work was

' ; ?

overwhelmingly empirical,‘more thought could have been
‘given to the existen&ial7phenomenologica1 designationﬂ
'In"a study by Hugh Stumbo (19i0), the aqthor,firsg | i

exposed students- to ;eispted aré'work§. foliowing
this expoghre, the students were.insﬁructéd in
pheﬁomenological-analytical technidpes. Stumbo then had
the stuéents re-view the art works after which he searched
for changes which méy ﬁave occurred in thg_g;udentg'-_
understanding of the meanihg of the works.’ Withfn a.
.framéwork of an existehtial‘phenpmenplogicél méthéqafbgy‘
based on Kaelin's existgntial-qesthegics, Stumbo “explored °

\ . .
wa&s in which a teacher can assist studeﬂts expand"tﬁeir‘
‘aesihetic knowledge. ‘J‘

Again, in a simjilar ‘manner to the previous~stuay

.

Stumbo combined qualltatlve and quantitative approaches

without recognlzlng or discussing the combination. One

‘&

saction of this -work was strictly scientificqin an

objective manner, with its“"categ&ricai dif ferential
tabies", wthh brxngs to mind Beittel 8 -comment of his
belng 'horrxfxed” to find that tests of signiticance had | T *'
beeq used like.credosl(Bezttel, 1978, P. 95). ‘It was to

h
oppose such research strategies, which, for Beittel,"™

&

> m



:areas which have been mastered, which.in tyrn could signify

. a strictly, empirical"paradigm; with 03&? a small fzaction

) ‘ ,‘ . "‘-' B ' -22.
deadened‘the "Qisappearance of meé?i;g“ (f978, p. 95),
that brought him to consider moré appropriate methods
for research'in‘art education. Whether Stumbo was‘awaFe
of this;éontradiction of methods is not clear. Thé’inquiry
was essen;ially‘empirical as it aealt with four major |
hypotheses and coqurtably discussed prétest and-postesé
standard‘deviations,fmean differences,.;nd levels of‘

significance (Stumbo, 1970, p. 58). The eiistentialr

' phenomenological aspect appeared t é_overwhelmed by the

™
scientific tone of the investigation.

-

Jimmy Wright (1973) addressed the issue of increased
learner awareness—of visual qualities and developed an
instructional model which dealt with Kaelin's concept of -

surface and depth counters. This mpodel was used to list

numerically and assess‘surface and depth qualities

perceived. in art works. The investigation concluded that °

pre-school children's response capacities can indicate

1

3
the areas where instruction is most needed. -

Once more, this study‘was overwhelmingly devoted to

[}

of the pages. (pp. 11+14).given to?hn utline of Kaelin's

existential-phenomenological aesthetic position.

4

Notwithstanding the yord'p?éﬁbhenqlogical in the 'title,

.- o H
the thrust and nature offthis work was eppirical, in the

quantitative scientific tradition. T

| '* - “




b

: . . ~
attitude toward an awareness of art objects as the basis
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Marianne Suggs (1976) based the phenomenological
‘ . > 1

aspect her work on Kaelin's|pqsnohenélogical aesthe;icé.

She maintained that Kaelin's theories can be applied to

£ ‘ N .

many problems in analytical aesthetics, and that the method
may be an appropriate one to be used by the art teacher in"

the classroom. Suggs concentrated on student aesthetic ’ "

for the investigationﬂ She explored the.ways in which this
attitude and awareness changed depending on whéther the,
S£uden§§,was a first task, performed phénomenological ’
analy§ié or studio production. The author focussed on the .
viability of phéﬁomegglogicél analysis when used as a e
method for evaluating the qualities of art objects in the

¢ ‘,
After completing a phenomenological‘analysis

classroom.
of data, major findings were reported on the task‘orderl
of phenomenological aﬁalysis7studio prqduction treatments,
in areas of studio préductions perception of paintings,
and art attitude. Suggs_concluded'that pheﬁomenologicaln
analysis can affect the qualities students notice in
painting§, and pointed out that this £inéing was supported
by other researchers iﬁ the field.5 |

’"Whilé a major portion of thiﬁiwork was of an émpirical
nature, the section which dealt with phenomenologicall
analysis and its effects had an internal validi;y;;ithin
the larger study. While not phenomenological in total, r

this work still merits its phenomenol%gicai designation,

However, because use was made of Kaelin's theories,



w
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the work could have been more precisely defined as

existential-phenomenological.
Barry Lieberman (1980) investigated a high scﬁool

painting class, and déveloped a -model of self-reflective

inquiry which concentrated upon the triadic relationship of
art student, art work, and-a&t teacher. Because the author
was attempting to remain free of preconceived theory, even
Kaelin's Eheore%ﬁcal tenets,‘on which the inquiry was

based, were not strictly adhered to. Lieberman adopted a

part1c1pant~observer research strategy, which he percelved

as being more in keeping with the qualitative nature of
.
the study than any quantitative approach. The thoughts
y _ .
) .
and feelings of the researchér, in both roles of teacher

n

and observer of the secondary school painting class, were

- recorded. Reflecting the influence of David Ecker's (1963) .

use of photography as a strategy to understand the painting.
3

<

‘process, Liebérman's approach developed a method of

N

teaching painting by makiné use of a series of photographs

'

. of p¥intings in,progress. The interactions of students

and teachér were audio-tape r®corded which, when used

as feedback, along with the photographic record of the
evol;ing paintings, contributed to intensifyand heighten
the awarene;s of the experience. It was claimed tﬁat this
led to a better underétanéing of both the painting process(
and the'studenp-teacher relationship. In my opinion, this
heightened awareness of the experience, coupled Qith the

practice of not strictly adhering to theoretical
’ ’
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constructs, justified the~stydies' description as

phenomenological.
In her study Anne Lindsey (1982) used the~€heories

of Kaelin and the phenomenologicdl learning prdéesses

~ [

devéloped by Carl Rogers.  Both phenomenological aes;hetics

-

. ' A \
and classroom practice were focussed upon, and an attempt, ,

hadeftoibridge the gap between the two. Unlike the other

1 : -

. studies that have been reported in this section, Lindsey's

Q?sition remained at the philosophic level; she made no
attempt to put Kaelin's aesthetic theories into operation. ’
The work took a wide range of theorists and philoéoPhers.
into accogpt, from Kant, through Husserl, to Langer, as

it comparéd and positioned these thinkers in relation to

Kagd in. Becau;é\Lindsey embarked upon such an overview, I \
am able to dégcribe her 'study's status as phenom;nologicél

as it attempted, to relate classroom practices with

v

existential-phenomenological aesthetics. ' ®

10f the studies grqyped!in this section, (all of them

L)

influenced by Kaelin), only those by Suggs, Lieberman, and

Lindsey can be described as gxistential-phenomenologlcal.

-

éveq though her study 'is primarily empirical, Suggs ’

maintained an existential-phenomenological .designation

-

because “of the way she made use of phenomeénological

- N 1
-analysis within the larger confines of the work. -

Lieberman's particular use of the qualitative.methodology‘

he employed in .his-study in an attempt to come to an
! ¥

understanding of 'an aspect of .the artistic process is =~ )

' §
¢ ' SN
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consistent with a phenqmenological approach. The
recognition of, but non-reliance upon, theoretical
constructs, meshes weli with the phenomenological intent

of attending to the "things themselves". Because Lindsey's )
study remained at the phi%osophic level, it provided

a sufficjently adequate overview of a wide range of
phenomenologists, and attempted to draw existential- ‘ L
gphenomenologicél aefthetics clqser to claséroom practices;

I caﬁ describe her work as existential-pﬁenomenological.

The works by McCoy, Stumbo, and Wright, however,
fetainediphenomenology‘as a descriptive element in the )
titles, yet embarked upon essentially quantitative
empirica; research strategies. Not only was_iheré little

\

recognitioﬁ of the combination of approaches, but there

' d

seemed to be little‘undersganding of the resulting clash
of oppésing methodologies.

While résearching phe;omenological works in'the
field of ?rt edﬂcation, several studies were discovered
that resi;t being put into a ngat phengmenological "
classification, as they embodiedgsdiscrete approaches
to a variety of -problems. These works are included here
because the respective authors use the word phenomenology
or phenomenological in either their titles or thei§
'abstracts. In my opinion, some of these works are
justified in their c}aim,to be phenomenological, while

others wouip be more accurately described by some other

designation. I will first outline those which,.in my
’ ' i y
§ )

-
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opinion, merit the phenomenological desigpation, before \
concentrating on those which I think do not.  In each case
P will?staée my reasons for the position I take. The first
group consists of works'by1§itold'$obisz (1975), Milton
Paleologos (1976), and Joseph Streb (1984). |

1 consider that the study by Vitold Kobisz (1975{
was correctly desiénated as phenomenological. The inquiry
used phénomenolodical déscription in an attempt to
understand the art making experiences of three artists..

-

The activity of making art was 'described as both comblex
and evasive, and phenomenology was held to_be the method
By which this process could be described. The roles of

R .
intentionality, consciousness, language, intersubjectivity,

W
and evidence were described aé impottént constructs of the .
phenomen§logical method. All were seen as contributing to +
the make-up of phenomenological reflection which alléwed \

" the author insights into the artist:' experiences. . s \\‘

* Language was éescribgd as the mediati;g structure which
made avail;ble to the autho;'s reflecting consciousness

the essence of the.pﬁenomena, this essence then Eecame ’
the means by which sign&ficanttstructures gf meaning were
identified and labeled. Acééss’to the supjectivity ok
another person became possiblé through-the phenomenologic&l

; \

construct of intersubjectivity, through which Kobisz came.
to an understanding of the art making intentionalities of .

the three artists. The artists' internal experiences were

described as their creative processes evolved over time, ’
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" This 1nqu1ry maintained’ 1ts pheqomenologlcal

: status because of\the apprbprlate and effectlve use ofh)/

_phenomenological concepts as well as the recognltlon

andkdemonstration that thesé concepts contributed to
phenomenological. reflection. The use of the concepts of

intentﬁonality,'consciousness, and intersubjectivity led.
PR §
to a situational evidencd. The evidence in this instance

manlfested 1tse1f as an understandlng of the intentionality

'

of the studled artlsts as they engaged in the process of

making art.

h) . : .
The inquiry by Milton Paleologos (1976) was also

phenomenological in nature. ‘Through the technique of

t

.participant-observation he inquired into the working

processes of an'artist/teacher. Over a period of time the
evolutign of.e single painting by an artist wag described
ie a phenqmenological manner, which! was characterized as
the way in which events are experienced an& deecribed‘ d
without\iefsgences tgjprior hypotheses. Paleologos
recognized that phenomeﬁological methods carnnot reveal

the totality of a«given event, but can offer a wider

’

range of understanding and knowledge often overlooked in

A

more empirically inclined inquiries. This work justified

its phenoﬁénplogical title as the immediacy of experience
was acknoﬁledged, and an ettempt made to describe this
experienee without reference torprevious theo;etical
results, hypotheses or suppositions. The work was

phenomenological  for three reasons. Firstly, no-use
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was made of prior hypotheses, which can be compared to
”a'suggesitignfess'stence: Secondly, the immediacy of

2

experience was recognlzed, which can be compared to the '

v ANE
Husserlian notion of the "thing 1tse1f" Thirdly, there ‘
- was a reallzatlon that the knowledge and understanding \”

generatéd by such a work tends to be qualitatively

’ <

different. to the results of empirical research methods .

Joseph Streb (1984) acou;ately documented Husserl's

phenomenology up *t0 a point. 1In this work, however, he

- [
R «

“ moved beyond Husserl to take both Martln Buber s and Martin

Heidegger's concepts of. being into account. By so doxng,\

— N ¢

Streb retained a phenomenological designation; it would,

however, be more accurately described as existential- '
C
. 4
" phenomenology. Some explanation is needed to justify this

position, "

In the stddy, the concepts of phenomenology from a
Husserlian perspectivé, as well as concepts in educatioﬁ
and art, wefelgiscussed and described separately.
Following this discussion, the existential themes of "@ode

'~

of being", as well as the notion of "becoming", play

prominent roles. The nature of Husserlian phenomenology N

Jwas inaccurately extended when the existential themd of

égigg was introduced. Some confusion enters the reader's ‘
miné mainly because Husserlian phenomenology, with the ' A~

concents .of consciousness, prejudices of. everyday beliefs
wﬂsupp051tlons), free fancy (free variation), and especially

the phenomenologlcal epoche were all accurately described

.
* “
+
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and positioned as .Husserl explicated -them. Streb based his:
understanding of Husserl on Husserl's 9W?Pwritings such as

Jdeas and Cartesian Meditations., ing such writings,

Streb accurétely documented the funétion of Husserl's
epoché by describing it as not'negating but rath;r
suspending ordinary belief; without destroying £hem,
leading .to an attitude of neg;gg}ity (pi 160).
Following this accﬁrate portrayal of Husserl's.
"phenomenology, the study then went beyond Husserl. The
»emphasis'of the work .became existentialist iﬁ;nature,
especially with regard, to the referénces.to Buber and
Heidegéer.- Conséquent}y being became the theme, and
the mode of being of a teacher %&s‘discuésed and seen

) -

as a useful area for study. The study concluded that

understanding the many and various interceg:fctions between

student, teacher, and ar®\experience, was a worthwhile area
for research for which ngnoﬁenOISgical method; are ideally
suited.

In my oﬁinion, the inquiry centainiy retained its
phenoméholégical designation, but I would have preferred
to have.the descfiﬁed phengaenolqgies more accurately
‘positioned in the&r respective Husserlian or existentialist
camps. My confusion in not being’able to choose’a category
for this work is understandable in that Husserl's
phenomenology wa; accurately described, as well as fhe
Buber/Heidegger conqept of being. Streb seems unaware of

Q

the conflict which devéloped between Husserl and Hgidegger,

)
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a conflict which hingés on the very notion of being.

Heidegger, a former student of Husserl and editor of the -
. L
latter's The Phehomenology of Internal Time-conscid®sness

] .

v

(1964),\eventually thought that Husserl did not stress ..

‘the condept of being strongly enough. ”Heideégerw in

Being an{l Time (1962), came to the conclusion that being

g

permeateé\man's thinking and actions. It ;§~in§erestiﬁg
to note that Héidegger‘tﬂought enough of Husserl‘to ~
dedicate this work torhim‘in "frie;éship'and,admiration“ .
(Heidegger, 1962). Husserl,’ for his part, claijed
Heidegger misunderstood his phenomenology, especially

the function of the epoché in neqtrgliziné ﬁhe,concept

of being for the.r?flecting consciousness (Hgssefl,

1958, p.'172).y Using both Husserl and Heidegger in a
pﬁenomenological wgrgg without ;ecognizing this conflict. .

i)

between them, somewhat diminishes that work. References
to Husserl notwithstanding, instead of using the geﬁeric g
terﬁ "phenomenology" in the.title, Streb céuld have .
more precisely described ﬁhé work as existential- -
phenomenoloéicél.

The next group of works which I feel are'nqt justified
in their phenomenological claim are by H. Dante Vena
(1975), Hope Irvine (198l1), and Laurence Montalto (1983).
‘Fqllowing a déscription of each work, I state my reasons
for this criticism. A |

H. Dante Vena (1975) studied aspects of school life

in three glternété high schools. While Vené did not use
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the  word phenomenology in the title, he described the study
. T S
as descriptive and phenomenological. The reason givénxfbr‘

this description was that multiple methods were used, such
. : . o
as par‘icipant—obséfﬁation, interviews, enumerations,

samples, photography and do;uﬁen&}. Elsewhere, this'study

3

’ :
hag been described as bel?nging to the anthropological-

N

‘/‘methbd agé naturalistic paradigm (Alézander, 1979). I

agree with Alexander. The study can accurately go
under a number of related designiyions;g'Ethnography,

miér?gthnography:-gnthropology; qualitative, even

¥

: . i .
. « " 'naturalistic-investigative. All of \hese descriptions

N

|

1]

s . 4 .
- systematical de&cription and explanation of art as a visual’

. B 4
-fit one or more of the research positions adopted,ég _
. " Y

: , Sy
the inquiry. It should not, however, be described by
- ‘ N ’
its author as phenomenological simply because it was

descriptive. While a phenomenological work is invaxiably

[

4 descriptive, a descriptive work is not necessa;ily

. [ § '
phenomenological. ,
Two methodologies were combined in H6Qe irvipe's
(1981) inquiry; phenomenology, and that examination of
b B

sign systems called strtcturalism. The work attempted a

lqnéﬁage. Art was described as a syntax, and positioned..

as a theofetical)bé&e, from which sign systems, were . -

examined through a structural- approach, Whiié the term
phenomenology was not used in the title of this work,
Irvine used it to describe an aspect of discovery Q:_f the

i

art. object, called "phenomenplogical intuition". '*

‘v : -

¥
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T . As far as phenomenol&gy or phenomenologlcal 1ntu1tton'
are concerned, I can see no@!eason why thls methodology
should be combined with a stroctpral one. The latter
mebﬁod is adeoua€e1y_sui£ed for the purpose of tpis‘
inquir&, and oeeper ﬁnderstanding of art as a visual |
.langtage can‘arise frgm;such:research” %he understanding
which arises from a pHénomenological work is necessarily
and qualitatively different from_ the undetstanding which
arises from a linguistically orienFed structural inquiry.

LaurencedMontalto (1983) used the word ‘ e
“phenomenological™, wﬁere simply "deseriptive", or even "

J

"qualikafive", would more accurately'describe his inquify.
X

The study concentrmted on selected departments of art in

art educational establjshments, and'ihvestigated whether
. S 3 ‘

. ~ o0 5
departments may be identified by a distinctive art style,

10

xmonfalto claimed Ehis art style wgs‘influeﬁced oy ideology.

The research attempted to uncover whether these styles ‘and

ideologies were reflected in the works and beIiefs of
.- L= Y

M.F.A. students. Montalto descrlbed the research as

»
[N

qualitative, ‘desthetic and descrxptlve. These  are Valid

and precise<terms which in my opinion do indeed accurately

. R * ' . N &
describe the work. However, empirical as well as -

at this point I must disagree with the choice of labels
which describe meﬁhods. The qualitative can be used in

conjunctlon wzth the quantitatzve, see Wieder (1975),

SeV1gpy (1977) and Suggs (1976), but usually traditional

IR AN
«

LT T
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'(empirigal) research methods are £he very antithesis o% ,- !
phenomenologiéal methods. Jnstead of confusing méthods,'

‘it wouId.have béen more éccprate to élarify lagels. As

the work was a cbmbingfion of methods, the nature of.this"\\\\\ ‘

-

. . . ‘ R » .
combination.could have been di'scussed in detail. When two
3uch opposing methods are used, the researcher could have .

been more aware of: the type of study which results from the
v ) d *
combination. ‘

5

© A general question which has arisen from this overview

-

Qf these studies can\Eow be formulated and an attempt made
at an answer. The question is: Can-empirical methods be
- "
comn;ned with-a phenomenologiagl approach withoqt altering
the phenomenoclogical nature qf the inqpiryé. Clearly, some
of. these researchers have successfq}ly accomplished thig
very combination while others have not.’ The‘key to this

4
* 4 .

jsuccessful combination seems to be that -both appfoachs be
recognized, explained, *and positioned in the inéuiry. Ifg ‘ -
the purpose of £ﬁe research is a combination of appréaches[
then this éurpose shdeid be clearly identified. If a
ééctionrof the ;fsearch'is phenoﬁenologicai in?ﬁggzre, then
?his section should be identified aé to wh@cﬂ\&ignéh of
phe?omqpology it belongs, and the section should have an
internal validity within,the(work\as a whole. ,Théréishodld
be  a completeness to both approa;heé, which would valiéété
N

Faqﬁ. The r sulfing combination of parts‘wdhld then
a 2y

‘contfipute'vb enhagpe the whole. ‘ . L L
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Husserlian Phenomenological Inquiries -in the Field of Art ...
Education ‘ E s

‘studies which make extensive use of Husserl's

(

phenomenology+are those by Wellington Madenfort (1965),
Vo Stuart Thompson (1974), and Sﬁanley Folsom (1976). These
works are grouped here not only because they maintain a

phenomenological status throughout the ihvestigation,

but also because they recognize and attempt to explain
Husserl's contribution to phenomenology.

Wellington Madenfort (1965) concentrated upon the . !
» 7 3
aesthetic aspects of art educatlon and embarked upon a
o ) *
I phenomenologlcal analy51s of aesthetic experrtﬁée so thdt B

4

- its essential nature may be understood. Husserl was,

identified as the founder of phenomenology, and called thé , -

.most important name in the discipline. Key concepts of

t B ¢ -

N i
" Husserl's phenomenology-were explained: TIntentionality,

\ qnderstending of phernomena, life-world, phenomenologicdl >
' N » ot
intuition, desc;iption and essences, The‘ideal of

phenodenologyérgs correctiy understood as ". . . a purely. |
DA descriptive essential science" (p. 51). The functions/of
<) the reduction were accurately detailed and explaineo
(pp. 53-56). . : . o .
After describing these important components of \
"Hussefl's phenomenology, Madenfort'took an existentialiltﬁ
‘turn when Merleau-Ponty's conception of phenomenology was

\ introdu d. 1r‘lerleau -Ponty's theory of embodiment was seen

as having the function of interpreting all phenomenoloqical

<

s
'
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'themes through the concept of "body-as—subject" It .
T ' " was descrlbed .as brlnglng Husserl s transcendental
‘-consoloushegs "back down?, (one presumes fromildeal;stic
héightsl, to the reality of experience as lived .
(pp. 60-61). The actual phenomeﬁologicai analysis of
aeithetic experience took on on existential character as
' (, ’ Merléah-Ponty's\"bodyéas-subject"~served as its philosophic
| . g;oundingaibsobjeotive concepts of seeing, _feeling, and
bodiiy movemenfs were positioned and characterized as
ha&ing.an effect on'ae;theiic understanding:
‘" The study maintained its phehomehological character,
espec1ally in the section which dealt with an analy31s
(:j" of aesthetic experlence (pp. 66 122), The only criticism

, B
I can bring to bear is the common one of prec1se labellng.

.

It would have been more accurate to descrlbe the method
used as ex1stentlalfphenomenology, rather‘than only
phenomenology. .The reason for this being that Merleao-
'Ponty's éxistentiaI-phenomepological concepts provided the

v < i

basis for the analys1s of aesthetic experlence.

Throsoh a phenomenologlcal method, Stuaft Thompson
(1974) sought to engage in meanlngful dlalogue about
the art experience, beyond the "superf1c1a11t1esf of
historical, c&ltural ahd compositional relotionships.
Two hypotheses were explored in relation to student art

e s objects. The first held that historically imposéd; as

-~

well as teacher imposed, triteria age incomplete; the -

second that othexr/critfieria are phenomenally self-~given

7 % ¢ -




-well as serve as the methodological model for criticism,

questioned ‘the reduction a%a claimed-a—complete reduction
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t i

and discernable to a perceiving individual. "An overview

of current attitudes toward criticism was embarked upon,
y . ,

as well as a-re-investigation of aesthetic experience.

!

Following this, a transcendental-phenomenological
T * ' 1
methodology was used to view the aesthetic experience as

Husserl's phenomenology was cited as providing suﬁport for «
such an investigation. ‘

Thompdon claimed é complete understanding of
phenomenology would result if that understanding grew
out of an exposure to a wide rangé of tﬁeorists. Such
an exposure, Thompson held; would avoid the'"ccnfusion;
(p. 76) which results from an attempt to %ﬁterp{et \
Husserl’'s ownuﬁritings. . Out of this collectivity,
i.e., writers such as Kockelmans on both Husserl s
ahé phenoméﬁblogy, Kwaniion Merleau~Ponty as weilu\
as phenomeﬁology{ aédeerleau-Ponty i§>ECtly, an’
existential-phenomenoclogical tone shrfacgd in the ;tudy.«
'During an ‘outline of Husserl's phenomenology (pp. 76-91), L >
Thompson described reservations concerning Husserl, ana‘saw

A ot
B P ’
4anscendental ego’ as lacking viability. This view was

the t
based on Thompson's ekistential‘intgrpretation of “Husserl
treating man's being-in-the-world too lightly (p. 86).

Also, reflecting the influence of Merleau-Ponty, Thompson .

"impossible” (p. 86). Beginning with Ideas and tracing

Husserl's thinking throuéh Cartesian Meditations, Thompson

v
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claimed Husserl moved{;dward existentialism (p. 77).

The fifth meditation of Cartesian Meditations was cited
as proof of this claim, where Husserl's concept of

. . o . " . /
intersubjectivity. was seen as existential in nature. This

1Y

. view can be tﬂg;ed to Merleau-Ponﬁ?,?especially in the

Phenomenology o¥ Perception (1962). Heideggér, Thompson.

4

stated, extended Husserl's concebtipn of intentionality to

inciude the concépt of being, and understood this way being

g

became the ". f/; core of,ﬁusaerl’s phenomenology"” (p.‘78).

-With the concept of being, Thompson has not changed

Husserl's phenomenology, though he has interpreted‘Husserl ¥

from an existentialist perspective. By so doing Thompson

»,

underlines the difference between the transcendental

phenomenology of Husserl, and the existential phenomenology

\
of both Heidegger and Merleau-Ponty. The key to

~

recognizing the latter is both the questioning (and
eventh;l rejectiRn) of the Husserlian epoché, and the
interp}etatiqn of the concept of being, as it is'understood
by existential phenomenologists, as motivating eiﬁstential‘
thought.’” Both Merleau-Ponty and Heidegger can be

classified as existential phenomenologists, and a&s such

A

both insist that being in the sense of being-in-the-world,

A}

the "I" in the world, the "I" of any startiﬁé point of

thought, must be recqgnized and accounted for: The nature

of this recognition motivates, permeates and influences all

existentiél-phenomenological-thouéht.
1 . - d

~ Y
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In Hussérlian phenomenology, being is not forgotten,

or "treated lightly" or even ignored; it is, however,

- ~

treated differently to the ng existential-phenoﬁenologists -

treat it. For Husserlian phenomenology, the concept of

Al

being is best .described as neutrdlized. Instead.of
motivating all thinking from a position which recognizes
and takes the c&ncept of béﬁng into accounp, Husserl takes.,
a stance wiéh which the existential phehomenblogis;s
clearly gisqgrée. ﬁusserl's”phenomenology brackgts 22123&
- it sets the concept aside, aﬁd as Quentin Lauer puts it
". . . it is concerned with what.things are, not‘with;‘
whether they are" (1965, §.6§, emphasis added). , \\ B
of c?yrse being is not the Zily‘éoncept or objgdt ,h -
of thought bracketed by Husserlian phenomenology, but it !

Y

is the one existentialist phenomenologists have difficulty

accepting. ~;he\gfitici§m directed toward Husserl by

+ the existential phenomenologists fails to recognize the
# . - . 8
uniqueness of the epoché and éhe neutrality which

¥

follows its performance. F8r Husserl, -after an.epog%é,
tﬁe.concepF of being, instead of motivating thought in

an existentialist sense, is simply put aside. It is not !
lost, negated nor denied; it remains, but becomes a
coné;gp liRe all the others, held in abeyance 'while an
investigation is carried out. After an epoché the concept )
of being becomes neutral. An inquiry retains its‘

_Husserlian phenomenological status Sy maint;ini?g this

A

tj .neu;raiity. 7 _

]



- o,
It follows then, that if Husserl's unique position of
bracketing or ngutralizing being is not accepted, it is not’
difficult to realize that an existential phenomenologist
must take one of two positions when confronting Husserl's
phenomenology. The first is that Husserl's epoché must
be rejected completely, as Merleau-Ponty does, for the
reason that th; epoché is seen as bracketing being in
termg of negativit§ not neutrality. The second poéi;ion AN
was the one ?hémpson adopted when he read Husserluthrougﬁ
' the eyes of an existentialist, and saw the concept of ggi%g
surfacing in Husserl's phenomenology. Therefore, while
remaining p%énomenological, THompson's methodology, like ‘Q
Madenfort's could havé been more accufately’describéd as
existential-phenomenologicali ' "
While researching works in art education tﬁat were .
"\ phenpmehologicél in nature, the only one discovered QQ‘
that made use of Husserl's phenomenclogy throughout, was
by Stanley Folsom Q1976). Folsom rigorously followed
Husserl's phenamenology, and positioned the art educator
in the pre-adolescent world. The resulting investigation

.

was a phenomenological study of teacher and children.

.

The roles of art teacher and researcher were fused into

one as the author's own art classroom became the area of
»

study; The resulting research attemp2€d to understand the

v

- -underlying ﬁntentionalilies of the students' activities.

Folsom maintained that Husserl's life-long efforts J
22 - ) )
qpnstitute the "purestt!® view of phenomenology, which is

N ’ e
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characterized as opposing empirical methodologies (p. 23).
. R )
Husserl's epoch& and bracketing procegses were described - *
. . ~

~through a series of reduétions, beginning at the level
of the conceptual, through)the perceptual, the other's
intentibnaliéy, to the level of pure ego (pp. 23-29). The
phenomenologist then, by going ffom the conceptual levgl
of.qonsciousness, th;ough the flow of erCEptipn, megts'
the intended object in.a fie%d of conéqiousﬁess which

v

is presuppositionless. It is, 6 there that objects are

. . S 0
constitﬁﬁbd within intentionality, eventually resulting in -

@

an essence, or a pure knowledge, where the ego trancends

itself. In this transcendental realm the effort is
] .

directed to uncover the ego's motivations as it reacts in °

its world. ~

By‘outlining Husserl's phenomenology in this manner,

. ‘ . v
,and putting it into practice in‘the investigation, Folsom

. took a distinctive stance in art education inquiries, even
e . 4
among those described as phenomenological. For Folsom's

study is both phenomenological and %Psseflian. In my =~

opinion it retained this designation because it described,_

explained, and utilized key tenets of Husserl's

-~

phenomenology.
;&> ’ *
One area where Folsom could possibly be criticized for *

moving away from phenomenology in a Husserlian sense, was
[

\J

in the use of scientific measuring devi‘es. Because of.the
. empirical nature of such devices, they normally have no

part of a pureiy phenomenological work. However, as both

o

'
~N

1
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rgsearcher‘and teacher, Folsom expressed the need to have
'his teaching subjected td'externq;.observation. His
o jﬁstification En expressing ;his~need was fhat he felt
he was not the best judge of such a subjective area.
Therefore, use was-made of two deviées. One was the
withall Social/ﬁmotional‘Climate Index, Wh%ch is concern;d .
with the affective domain of learnihg, and the kinds of
» . verbal behaviors that can enhafce or restrict the learning
climate for students (pp. 34-36). Tﬁe ofher was the Ribble
'and Schulté Social Substantive Scale, which was used‘asnan s
aid to evaluate classroom behaviors and perfor&ances ,

“(pp. 37-40). "

.Folsom justified these empirical devices by ,

a

phenomenologicatly reducing his intention in making use

of them. The author's teaching behavioY, as viewed by
‘.

others through the utilization of these external

N instruments, was compared to Husserl's reductions and

likened to a deep probe which ascertained true ;evelation
of phenomena (p. 89). Folsém was, in part, investigating
his own teaching\ ahd wanted ts estainsh'the nature of his
performance prior to) and during tQ? implemeﬁtation 6f the
~ investigation. The ddvices used, and the phenomenological

justification for their use, seem in harmony with the

concept oﬁ intentionality. Because of_the,nature.éf the
teacher/researcher dualism aspect of the study, Folsom was
justified in going beyond his own opinions on the nature of-
his teaching. Not'to_havé sought a fuller knowledge and

GR
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*

understanding of his téachihg(would have gone against his’

. own intentionality, and therefore against the Hysserlian

L

nature of the investigation. J
Fing&ly, Folsom recognized and responded to a common
criticiﬁm of phenomenologicai works, namely that the -

knowledge and understanding gained by the work may be
idiosyncratic. He maintained ‘that while the understanding

i

-~

‘of the individuals. in this particular study may be unigue,
. . . N . ®
the very individuals invesgigated represent a universal
.

- ', ‘Eype.’ Thereforé, an essence of the universal was eﬁbodied
.+ within' these individuals (pp. 254-261). This is cgmpletely
L in accord with Hﬁsse;l, who. hoTdg that we reach an -
‘ understanding of universals, by beg ﬁing with an
iihvestigation of particulars (Husserl;_1958, p. 181).
Folggm's.study then, is completely pthOmenological as
well as completely Husserlian, even to this final pdint :

of anticipating criticism of phenomenological works, then

- justifying such works in a Husserlian manner.

Research which Combines the Qualitafive and Quantitative

Unlike some-of the previously cited invest}gatiohs
which combine aspects of thé gualitative and quantitative
in a study, ‘the researcg.discussed below combines B
. mfthodologies'purﬁgsefully from the outset. Studies

’ \J

in the previous section on phendmenology, for example,

: - McCoy (1970), Stumbo (1970), Wright (1973)., Sug§s (1976),
‘Montalﬁo (1983) and even to a degree Folsom (1976),
‘ N . \\ < o _
. - \ ) %‘ 54 s \) .
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combined methodol@ggies in.a different manner to_thé studies
about to be discussed. These pfeQious_studies made use.
of combined research strategﬁeéy\in works the authors
.described as éhenomenologica;. The researchers did not

* fully dintend to combing‘apprd%ches, but used quantitative
methods in works designatéd primarily qualitative.. The ’ M

\

concept of combined methodologies ﬁgs not the primary

. ", . N -~
consideration for the research. -

2

The investigations discussed here question a .
priori the use of a singulayx methodol?gy, whether it \
be qualitative, or quantitative. This research position

holds that a combination of'épprgaches may be a

’@ethodological answer to arguments directed against both

approgches. The comb%ned:approach may érovid?.research

solutions by offering alternatives to extremes.of either )
. qualitativeior quantitatiQe metﬁods.—-This middle ground,

these researchers argue, may.provide a fertile basis which ,

. could instigate new directions in—art education inquiries,
Maurice Sevigny (1977, 1978, 1981) acknowledged ’

that qualitative approaches have much fq offer inquiries
within art education, but would*temper such "subjective"” y

. approaches with "objective" elements. He labeled his

o

ingquiries "triangulated", his perspective “ﬁultiple“,

> ]

and attempted to take both the subjective and objective

- viewpoints 'into consideration when investigating art

educational environments. . A blend of the two approaches .

" -~qualitative and quantitative--Sevigny claimed, méy

o
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provide a solution to the problem of describing the ar%?=
classroom from various viewpoints. Sevigny; therefore,
while understanding and dispiaying empathy toward a -

subjective, qualitative viewpoint, héld it is not enough,

that it needs to‘'be tempered with quantitative aspects, and

this combination Qf approaches--a multiple perspective--may

~

be the methodology which could provide valid descriptions-

of the complexity found in an art classroom environment.
Similarly, Charles Wieder (1975), described "hard"

4 ’

elements of research strategies as being limited to the

directly péfceivable, even where eVidenCe‘gFggests that
other phenomena are involved in the leqrding's%tuati&n.
The qualitativeF or "soft" approac};es are equally
inapprogriate,jbecause it is a;serted, while concerning
themselves with the affective aspects of human behavior,
they dé nbtflend~éhemselves~to "precise, systematic |
inquiry" (p- 18). The inadequacies of both ends of the
fesearch spectrum led Wieder to suggest an alternatiQe
called a Qtough" approach to art education problems; one

thaﬁ is integrative, taking both "hard"™ and "soft" i.e.,

oquftive and subjettive aspects into account. What

) -

<would eﬂ;rge from such a strategy would be description

‘that would embady both precise and sensitive elements,

Wieder characterized the "tough" researcher as a

oL systematic hhmanist or a rigorous softy" (p. 17).

P

In an investigation into the use of ‘classroom space,

which is described as a form of non-verbal communication,

. ¢

‘l
|
B .
)
) i ” “ . . '\
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"all.influenced by the spatial layout of secondary school

" 'collection¢ - Among other techniques the qualitative

ingd non-tradltlonal informal art envxronments.

.Lee Eckleberry (1983) also ‘used both.quaiitative ahd‘

quantitative data collection methods. Eckjeberry felt that

the quality of art teaching, inferaction’between student

/

and Beacher, as weld.as student production of art.works are

\

. : . el &,
art classrooms. The nature of the investigative procedure
g P ,

suggested qualitative, as well as quantitative; data

14

data- collection tools included partxc1pant observation, .

~

ethnography, and rnterviews. Quantitative data were used !

~

to. 1llum1nate relationships between space in the classroom

+

and art 'achievement ';as repreéented by grade measurement

-The study -concluded that SpatJal qualities were significant

in that'they can influence the learning environment,-and

. 6 1

also that the 51m11ar1t1es outweigh the dlfferences between

tradltlonal straight row configurations in the classroom,
%
/

- ¢

Eckleberry's use of. a\duai approach, lik‘ Sevigny;s

-

and Wieder's call for _a combination of research strategles,

is not unlque. All echo child (1973), who made an elbquent

appeal for the cross fertilization of the qualitative and

£

quantitative research methoda in Eﬁe field of,psjchobogy.
The-;ntegratlon of the two approaches can also he
seen earlier in Giorgi (1965, 1966, 1967), who‘{;\EIed
himself a phenomg%ologlcal psychologist, and contended
that a:phenomenological interpretation_can be applied to ;

an empirical'study\(19€7, ps» 117). 'Also, because most

r—— »
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phenomena oeﬂépgp‘elements of measuremeptigpd meaning,_
as well as quality and qﬁanti&y, is reason enough for'a
q&mbinatibn,of the-two approaches. Gidrgi indicated which
camp hepleans toward, however, when he cautions that much
"work needs to be done before the human scieqces reach‘the

—

v level of maturity he sees in the natural sciences (1966,
+

‘ € p.’49).
Multiplé.approach methodologies -argue tth:beca se
both ogjective and subjective studies have drawbacké?/ B
namely, tHsformer being too "hard" or quantitative, the’
. q
‘latter too “séft? or qualipative, a solution thay be a
\coﬁbination of the two. The assumption inherent in this
b - reasoning is the "better" qualities of bothﬂ;tances would

. - .
be utilized, while qualities deemed.too extreme could be

’

™ avoidegd. - Sévigny recognized éhat multiple approaches : A
diregted toward_studyiﬁg art education settings_can be time

. consuming, emotionally and intellectually demanding, aé 3%

welljgsﬁtedious (SéQignyv 1981, p. 80), nevertheless he-— \\

maintained that t%gy are ultimately worthwhile. If the S
Iy - :

ef?brt put into these combined methodologies avoids what

-

Sevigny termed the "limitations" of any singular strategy, )

,1 + - then the effort Expended would not be~}n vain. fAs Sevigny
(1978, R.lshlkﬁnted out, these'sﬁrétegies are not held to
be the ultimate forms.of ithiry or methodologies, but they -

. do provide an alternative for investigations into the

- y complexities of art education environments, R
v 1 =
) {, “

“ | : : - T | .
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These combined studies are worthy of ¢onsideration Ly

&=

" at this p01nt‘1n thlsfrev1ew of literature for a number
} ]
"of reasons. They are not phenomenologlcal but do make y

-« ; [

use of some’ aspecte.of phenomenology i.e., direct

R dbservatlon, an immersion 1nto the environment, and £
" \ . allow elementa and meaning inherent in the environment ‘

? ) eﬁpo surface over a period of time. They‘are not totally'
ethnographlc, but do make use of ‘ethnographic techplqdés,

most notably pettiolpant observatlon. Nelther are they /
/ #
ethnomethod 1, but do follow the discipline in that

~
D
/ 2

in a setting account to thé%selves both facts angd aspects
® 3
of meanlng. They tend not to be entlrely quantltqélve, b

clearly do see a value in making use of empirical measuring

-~

devices which ¢an lead toward a more comprehensive
o

understanding” of" the complexity of art education

| \Elassrooms. By Fomblnlng these methodologles therefore,
r L -~
hnltiple approach strateg;eslga;ve out a unique niche for

P "'. R ; ' <,
their pdsitions in ‘the paradigmatic world of art education

".t‘ v ‘ . . ’\
research. ‘ .
) This concludes.the literature review from the point of
- ) . , . P

©, view of this inquiry. I recognize that my-comparison of
r 4 ! ¢

Husser;'s\phenomenoloéy'fo the cited studies, along with my

. , . ¢
L , brief explanations of key phenomenolodical concepts, may
.7 r . )
. actuafly raise questions rather than provide answers. 1 am <
| s « DR e
. also aware that a full philosophical accounting of Husserl

R4
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'(jwithin a phenomenological inquiry does, not belong iﬁ‘a"_ | -i

.

. review of related literature. For these reasons, I deal '

exclusively\?nd more extensively with Husserl and key ~ = o
, | ) e
' components of his phenomenology in chapter 4.

v .
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W Chapter 3 .

1 o ‘

. r
This chapter presents the details of the art project

which serves as a basis for the experience described

in this inquiry. Described below are the teacher and

students,’ thevparticipants in the“experience; and the

) classroom where the event takes place. In order to

Q

b, . R
contribute to an unde;standing of the event. as it unfolded,

_the days~of the experience are presented in chrono}égical
ordef;,beginning with Day One and ending with Day Twelve.

A general summary follows an accounting of each day's
activities, this summaiX.is then followed by summaries
from both the teacher's 'and students' perspectives,

v

The cumulation of descriptions and summaries is intended

-

to provide detailed objective knowledge of the totality

of the event. . >
-, -

The Participants, the Setting,
the Event, Objectively Described -

v

The Teacher . Ct d
3 -

\

'rgfearch, is an art educator with a number of years of
: /

. experience at various levels of art education. , She has

‘taughﬁ-high school, has been an elemént§rk school resource
. - ] *
teacher and, -as such, worked at the elemenfary level with

both students and teachers” before ' beginning her current
position at the fine arts high sqhool.'\The fact that '
Miss Fowler was chosen to be the first art teacher if

50.

Miss Elizabeth Fowl®r, the teacher taking.part in-this

7



. belief furthegs I find it is also based on conversations

» '-n ' /‘ ‘ . 51.

I'd 4

this school of the fine arts attests to her competence

and professionalism. It is therefore recognized by me
that the teacher could_be described aé'a tompetent,

knowiedéeable, or even a "good" art teacher. I recognize

‘that my view of the teachérhas 1nev1tably been shapéd to .
= .

.

a certain extent by external 1nf1uences, but' hold that by

’employlng a phenomenologlcal epoche (detalled in chapter 4)

I can set aside thls_knowledge and purposely view the

teaéher‘as'she is within the context of the pfédgng
- .

experience. !

I begin to explore further and identify what I know

about the teacher.-’WhQ do I believe she is a competent

teacher? I hold this as a belief based on past experiences"

L
when .I had occasion to observe her teachlng. The belief

is also based on conversations I gtve had about her with.

other teachers and - school administrators. If I explore the

t

Al

3
‘I have had with her over a period of time. Out of these

»

cohversations I came away with the impressiqn that she

held stiong opinions,.had’no heéitatjon ;xpresaing those
opinipns,'and generally seemedjsincere{ geﬁuine, and’ honest
in her beliefs about art aéd art edication. I admit to
myself that during these conversations she and '1 disagreed
many times, but my reSpecé for her opinions, based on the
soundness of her logic, was maintained. ' When she was

appointed to teach in this'school I remember intuitively

feeling that the choice was a good che, and that she would .

>

;ﬁ?‘—\ .
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éerform well in the position. This forms the basis of my

beliéf in her competence. ' -
In conversations I have had with her, she has always

seemed genuinely positive about the teaching pfofession o

and art educatiog in particular. Shg has long "fought® N ]

withfschobl ;dministrators in order that‘ar% in her school

be taken "seriously". She perceives school administrators

to be generally uninformed ébout art and its place in

education, and makes a poiqtibf attempting to change or .

iﬁfluence their views at any oppprtunity. She appears a

strong determined persog, one ,who seems used to fighting

for what she beliéves to be worthwhile. ’ “l
=~ One of her séfong‘belieﬁs is that students should ‘, - A

have a godd éxposure to,/§nd good experience of, art 4

in elementary and secondary schools. While sﬁe worked as”

a resource teacher at the ei;mentary level she had ac;ess

to a number of administratérs, teachers and students, and .

won over ﬁény converts‘Fo her wa§ of?thinking. S?e/is

actively 'involyed with the local art teachers' professional

association, of which she is a past president. A new arts

program is being devised for this school of the fine and

€y

v

performing arts, and she is involved with the formulation
. . £

of the fine art section. Her own art work is important to V4
her alrd she believes that by doing her own work, and being -
personally and directly’involvea in the creative process,

she understands-her students more completely when they s

are involved with experimentation 5;d creation in the art
. 4, -

~

L 4
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class. She told me she feels that she understands and
‘ has mére empathy teward her students-because the creative
processes are the "same" in both cases. Her own work is
part of an M.A.” degree upon which she is currently working.

-

In my opinion the desgcription "activist" fits Miss Fowler

as an art educator.

-
.
-

I now think back over t%f period of time I have been

-in contact with her professionally. As teachers we, along ‘
with others, attended meetings, worked on c;mmitteesﬁﬁand
’colléborated'on formulating art examinations for high

_school students over a number of years. What kind of »

" knowledge about her came out of these encountérs? On a .
pérsopal level; I know she was born and raised in Manitoba.
She of£en speaks about the West and visits her parents, wh§
still live there. She learned and spoke both French and
English as a'ghild. There is no trac5 of ra French accent \
when she speaks English and vice versa. Uniike some who ’djgb
enjoy similar language skillf, she does not pepper her
English conversation with Frend; words, but when a French

word comes up in her speech it is pronounced correctly and .

not anglicized. .

)

” \

On a professional level, in my contacts with her 1
always came away with the impression that she was a hard. -
worker. She was always willing to stay longer at meetings
‘to-cocnplete tasks which others may have postponed. It is
my impression she frequently stayed after school to help

students complete prgjects, fire pottery, or work at

4
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ﬁounting an exhibition. Thése .thoughts, I realiée}'are - .

sedimented in my memory. If I think of her, or look at
her in the classroom very few of ihese thoughts are on

the surface of my consciOusneés, as it were." It takes

an effort of cbntemplation to probe my memory and to

e .

re~call and express these impression based on past

encounterg. ' .
. } .
The Students i - ~ .
The students participating in‘Ehii regeaggh are a ;
graéé eight co-educational art class: They have been ‘ .

.

previouslyﬂintérviéwed‘and sgjecifically chosen to attend

this school because of the;r té&ent in one or more of the
arts; art, music, d}ama or dance. They attend all of

these arts courses as well as following a regular high

school program in grade eight, after which they major or
Specialiée in a chosen field within the arts frém grade .
nine to g;aduation.4dphe students in the participating’
,classJ-thereforé, may'not necessarily be art studengghgoing

on to specialize in viqyal arts, but could be music, drama/ “

or dance students. They do, however, p;;;iqigate in all

of the fine arts courses during their gfade eight year,
including the present course. ’ : \
_ The particular art course under” study takes place

every afternoon between three and four‘o'clock~throughout_

the school year. It was from this course that I chose this

s -
\
A
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particular project in which to participate, this projécg

then formed the basis of the'described shared experience.

I had not met the students before this lesson began.
Becguse they have been interviewed and gglected to attend
this scﬁﬁdl I must assume tﬁey are at least avergée, and

probably above average in ability in ‘one or more of the
’ -

fine arts. While this does not necessarily mean every

student has above average ability in art, I assume that

of .
because they have chosen to attend this school, and undergo

an accelerated high school program, as well as courses in

all of the arts, they must have a certain amount of talent

or overriding interest in the arts. Some.gf the students
in this class will go on to major in art in their senior

years; which ones will do so are as yet unknown to me.
“u
I realize that there is only one boy in this class.

-

I therefore recognize that theére is a danger of my viewing

the class as an all femakéxactivity, with all of the sexist

!

implications that may impl}, s&mply because I| am a male and

- -

viewing the activity inevitably from a male perspective.

I wonder just how much of an influence this may have on

’

%_che deséription, then realize that just being aware, and

_making this awageness part of an epoché, I will perform

before I begin a phenomenolagical analysis of the event,
) L7 ¢ ¢
is an important first step in overcoming the danger of

—

such ¢ stereotypical element creeping in to my view of

the experience. ' '

Y
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. The School and Classroom .

I must explore and externalize my views of the school

ang tlassroom, where the experience between teacher and
K T . .

students is to take place, so that I may recognize when

my views are influencing what ought to be an impartial
description of the experience.
« . PN . .
The physical school is a five storey brick structure

in the inner city, built as a high school in 1932. Within

the last two years the building has- undergone extensive

5 . . L7 ’
renovations '‘and'is now a fine arts school. Students from
. - s

1 ~

.. across the city may apply. to attend the school, follow an

. #
J . accelerated high school program as well as be exposed to.’. °
phe fine arts, namely, art, music, d}ama,'and dance, in
éheir senior year# the students would elect to majoi;in a
e cﬁosen fine art field. Studentd are interviewed by school

board personnel, including arts specialists, to ensure they

haveé a talent or interest in one or more of the fine arts.

[

® They agree to follow courses-which expose them to all four

fine arts during their first year in the school. \
\ . : -

‘ {
The art cYassroom where the researched lesson takes

\

-place‘%§ located on the ‘lower level of the bui%ding. The

room, one of three{designated for art, is a curious mixture

of q@ld and new, or more precisely, original and renovated.

The ceiling is high amd old, the fluorésqent'light%

suspeﬁded from it- are new, the pipes running across t“s

-

ceiling and down the walls are both old and new, yet all

- ." 'have a unified effgﬁ%,as theiﬂhave been freshly painted

~ . h . . J' s *&
' .2 ' 4
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a beige color. The walls are both old and new and are

! N

‘rr‘

painted light grey in coldf. The original wall faci\ng

" the street outs1de is thick and solid looking, the surface . -

of which .is plast&r, it also contalns the only two windows

_in the room. The\remalstng thrée walls are part of theL

neﬁ renovations and are constrycted out of élaster board

which appears flimsy and temporary in comparigon to the

original plaséerrwall. ‘There is one- new stainless steel

deep sink, five tables four feethsquare around whiphrare -
: a number of stools; . Some stoéls are all wood; some have

/ 0
7y wooden seats and tubular metal legs; some have backrests;

»

some do not. Noﬁe of the furniture is new. There are both ™
woodengand metal cupboards used for dtoring students' works

and materials, Miss Fowler uses a long wooden bench-type
table in place of a traditional teacher's desk. This table

. holds art materials, newspapers, water containers, partly

wompleted studentt works, and other odds and ends commonly

found in art classrooms. iﬁﬂnother table holds boxes;ff wax
crayons, chalk pastels, along with assorted objects that
may Help create unu59a1 marks on paper such as, feathers,
twigs, y;rioug textured pieces of cloth, straws, sponges,’
and a number of pieces of plastic and metal which could
have originally been toys or ornaments.

Located beside the teacher's table is a grey metal set
\ d%\dn;Qe?s which look as though they Eo.not quite belong

‘here or rqthér should belong somewhere else, a’'storeroom

S perhaps. ' These ‘drawers| hold current works of‘the‘various - -
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._. -
classes which usé the art room. All the tables have marks,

stains, bruiseg, and gouges which seeﬁ to indicate art
aetiv&ty dating back a pumber of years. It appears
incongruops’at first to see this older furnitufe in this
newly rgnovated r?om, but after a short timg onée acgcepts
the situation and even begins to feel a certain amount
of warm}h and sense of comfort émanating from the older,

eclectic furniture, espeéially in contrast to the rather

,stark newness of the rest of the room.

The wdll opposite the windows is coveredeby sheets

of brown masonite pegboard which extend from the flqog

¥
6

 to a height of eight feet. The wall extends another six

feet £rom where the top 'of .the pegboard ends giving some
¥ - .
indication of the height of the ceiling. There are 25, :

large reproductions of art works pinned to the ﬁegboard'

(g
and virtually covering it from one third the way up to
‘ LS

the top. (See appendix for titles and artists.)
On a pinboard to the left of the door as one enters

the room and therefore visible from almost anywhere in the

<

\

* 4
room and especially as one is leaving, are four posters,

-one under another, made by Miss Fowler. The larger one

reads: "Art is learning skills: to see our world and to

o

express feelings with line/texture/color/shape”. The four

last words are highl}ghted by the éffect they describe:

"line" written in an unevem black line, the letters that

2

. A ’ . P )
make up the ‘'word texture drawn in various textures; "color"

-

in various colors,.and "shape" with various shapes. The

\

ta

¢




Jfartiﬁts", and "Art is learning to see: what was always there

\

-

' ’ . 59. .

threé other posters read: "Art goes beyond what the eye

sees . . .", "Ar; is learning to dischés the works of other

. - .

but had missed the eye".

One last-feature'ought to be noted qoncerning the art

\ ~
.

. room, namely, its -acoustics. Because of the he;ghé of the
‘ — f - .

ceiling, large egpqﬁ5q§ of wall and subsequent volume of

space, any noise, however slight, seems accentuated in

" the room. -‘One, of the first things .the teacher d@es when

S

k"

talking about the room, or the school} is mention.thzinoise
h

-

problepm in theé room and her attempts to allevite t

AR A : : : L
situation by stressing theyneed, to anyone in a position
of authority, for some form of “acoustical barrier to be
r
. ~
installed, especially on the ceiling. During a lesson the

i

.\ ‘ - . . .
n01selievel, even from normal activity and conversation, is
I « 7 v

amplified and tends to be most distracting. 'This feature
S ’0\ . *

'

is important because when Miss Fowler communicates with the
students, she tends to use a louder thazjéormal voice to
o .

W . » L. .
. ‘ensure she is clearly heard above the 3nc1dental noise

students .inevitably ‘make. } :
~ ! r

[ "y L} '
- Because the physical school is an older building

-

it has bq}h attrdctions and distractions for me, I .

admit .to being' attracted to many of its'atchitectural

c

features such as high’ ceilings, solid walls anggfoors,

interesting woodwork and ’so on. I also admit there are

drawbacks to an old‘draughty school buildingk?especially,

' during cold weather. I like the idea of renovating,
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, thereby preserving, and giving the school a new lease on ;
. ' rd o
- [§ . v
‘ life a&s a fine arts school. 'The positioning of the art
£ 3

rooms| on the lower level could have been theught out more /%
thorolighly; however. The new walls of this Qarticula} "

classroom border ;he;cafeteria, a bofs' washroom, a
- ' ) N
stairwell to the first floor, and an exit door, all of .

‘

which contribute to the general high and distracti

level wof poise In the classroom.itself. Tﬁe acouytics

in the reom are very poor and must be described asw -
detrimental to effee%ive teaching-and learning. A quiet v
‘distraction free af;mosphere dOe:s not' exis‘t‘in this room IR . %

r

because of the -level of noise. Even when the hoise
» N £2 : , ,
generally subsides somewhat, the noi of the ;rafflc-' . ‘
. ! i ‘ \-u. ) » ¢
‘from the busy street just about fiveJ/feet from the windows ‘

-begins to infiltrate and influence activities within the.
room. ﬁven my conversaﬁionsfwith the“teac;Zf} when_only‘
the two of us are present in the ;odm, are noisy and full
of eého, which is reinforced Qhen I later e}ay’back the 3

. O
tape to transcribe/}fe conversation. -

. t

“«

-

In

~N . . -
Some Phenomenological Considerations
]

>

. 3 . . -
> I have ah overriding question in mind: How can I°
a . i . ' ) ot . [ 2 R .
' . \faithfully redord this experieneb? I know I will be L v *
’ . ' ) ) ” ¢
. riting a abscrlptlon of events Wthh happen before me, ' I

. . whlle my tape recqgéex is picking ug speech and n01se whlch

oot : 9

J‘ /4 s ~I w111 later transcrlbe into a text of the éxperlence. g

. “ : .
T g ~ * How will I know when I have enough data? oLh\perhaps more | '
RV e, - . .

g 1 v R . » . - rd , ’ “ o«
TP U 1 | ‘ |

;E":"ifx, L ) ’ ¢ ' » A * ! /
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present one, data in an‘empirical‘génse does not apply in

- 1 6l.
r
answer seems to k
L 3

»

to the point, 'will I have too much?' The
li% in an understanding of phenomenclogical mgghodology,

i

t, : : .
specifiEally the concepts of the natural standpoint
and epocﬁé. The study takes place in the realm of the -

normally unquestioned natural standpoint. If, by way
of contrast, the study were to be non-phenomenoclogical
A Y 1

and therefore more empirical and objective, there

.would bé a methodological .necessity. to limit and focus
This would' be accomplished by the

the' investigation.
.establishment of a hypothesis, followed by limiting the

sybsequent study to investigaté'whether the experience

’

+ verified the validity or non-validity of that hypothesis.

-

This would constitute a valid»form of educational‘ research

based upon a scientific model. Valuable knowledge has been
' !

-

*gained in the past, and will continue to be gained in the
-« P '

‘future, from the utilization of this mogdel. However,
——

because of the nature of the investigation, the data

-generated in an empiricel study would need to be limited,

T
P

first in 6rder.to be manageable, and sqund in order to
. ~ N .
C i s : ‘ T/
assess .the viability Of“yhgmbx hesis and subsequent
\ e A T e )
conclusions. The control of the type and amount of data an

v
empirical work geherates is an important consideration for@
v 4 ' 1
. . :

g

[N

that form of researclt..
In a phenomenological invespigi@ion such as the

the same‘wayvés in a,non-pbenoménological inqufry. This is
not. to say that "data" is not produced in phenomenological
' s

*
[}

~
*
s
-+

‘b
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to it as data, or certainly not understand it in objective

terms. It is after an epoché when the accepté& natural

§tandpoint has been bracketéa thatha“phenoménological
¢ .

° - \ : . . ’

< investigation comes into its own. What then can be

.

inquirea 4into are the taken-for—granﬁed assumptions of

- the ‘natural standpoirt itself, and subsequently at a

-

fl X
g experience at the level of the natural standpéint.

LY v v

Only when the phenomenological investigation is under

. ] : - .

' way, and especially after an epoché, can an understanding
. { .- *

R of the scope and range of the study, which is what data

- B
refers to, be/ugderstood in a qualitative manner; for
- L~

a quantitative generation of data in an empirical or

objective wanner does no£ apply in/a phenomenological

o \ -

> ) investigation. What does apply, as well as g?ide, limit,
* and focus a phenomenological study is the experience that

, takes g]@ge in @& given loé:ation, at a given time, with a
=N

]

N . X
ertain number of individuals takin art., . !
(&\‘ \’@ ! g P
/-)

" From % temporal perépeqtive, if I only visited once

- . -

*
or twice the classroom where the study takes place,

N . }
-7 it could be afgued that much of the contextual detail
| - , ”" - . “

‘that lies embedded in an experience may be missed. Ffch’

" a physical perspective, if I.po itiohed myself in one
-, . . o
. I
fixed location in the classroom,/with a }imited view of '
\ .
, activities, then again much would be missed. Even from

>

a more personal v}ewpoint, if, after,tﬁeXlesson began,

f" N ' N
7 - 4
. . - . 5

.

investigétions. It is' of course, but I ought not, to refer’

— P .

deeper level the layers of meaning operating'}?thin ,

-
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I only attended to those individual students with whomt :
I established a rapmert, then agaiﬁ much of yhat other '
-, » .
studepﬁs did during the course of the experiea;e could
. A s . - '"

‘ not be ag}ended to. Of course, I realize that physical
limitations exist, that..as bpe peréon watching, listening, -
and writing, even with the aié of a tecﬁéological'ekﬁension
) - »

in the form of é\taﬁe regordef, the sheer‘totaiity qf the

expenigncg‘bqgld not be atitended to constantly. This is

R

. why ower time I will remain enmeshed in the experience with
T - M 4 : ‘ - A 1]
' _its ebbs andlflows. Details overlooked on one occasion N

N

N . :
could beé pidked up on another. Naturally, an effort will
\ \ ~

be made to attend as much as possible to what would be ,/

\

: : - y /
happening in.the environment, but it must be ﬁgiognized
from the dutset that I canhots a everyt\

ing at one
- " time. ~Only over time giith) repeated involvement -and . .
participation in the evolvi g expefience, can-g, hope to

P .
A dgvélqp a meanihgful'ﬁnderst nding of fhe event: »
‘ . " ‘ & -y .
g ) Day One -.May,ls, 1985 e o \ * .
, . I am seated on & stool near the wall, I have riting , O\
N
paper in front of me, péh in‘hand,.fape recor running, s,

I &m writing. Elizabeth Fowler, the teacher, gnters

«

" the room followed by 14 studentsy they noisily go to

©
tables and sit on stools beside them. The planned

lesson, the teacher previously ipformed me, has to do A

-

with manipulationd of materials, experimentation with oV a




Elizabeth Fowler begins' talking to the class; she
instructs the students to take some tlme to look at the 25\

1llustrat10ns plnned ‘to the wall (see appendix). She says

’ »

that they.have something in common and she asks what that
. s .
is.- 'A student replies that all the works are painted

outside, another says that most of them have sometbing

/

moving, others that they have motion and actiom.

The lesson has beqﬁn. I reflect that in thinkiﬁ§
\b
about other lessons and different situations that thete

T
is no overt dlsc1p11ne coming from the teacher; there 1s
ino shouting, although her voice is louder than normal to

cOmpensate for the poor acoustics in this,room: there is

-
+*

no waiting for the class to be atiigydve, o
to instructions.' This*coufd be foér' two reasons, I tell

myself; one because of the relatively small size of the

class (14 students) and the other because Miss Fowler is
) . . ‘N
recognized by me qufothers as a competent teacher. I~~~

- 1

. then realize I am doing what I should not be doing, that .

~

-

is, comparing the present situation to others including,

s * -
if 1 admlt it, my q\“/;éachlng. If I am observing the

thidgs thémselvii as a phenomenolBgical methodology

would irndicate, really have no business comparing what

L%
is happening here :and now ®o other-situations of my past

experience. If I am to discover the‘nature of this current

~

experience I then éhould‘focus and attend only tg’this

experience,. ‘ o :
’ - m / '
\

-
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I return my attention to the events in the classroom.

-

As‘the students give afswers to the teacher's gquestions
I see a pattern quickly:esf%blish.itself, namely, the

teacher is using a Socratic method where she asks a series X

.

of easily answered questions which eveﬁtually lead the Qﬁ.}
) ¢

students to” the legical conclusion the teacher initially

'had in Q}nd. she cqntrols the kinds of respdhses com}ng ' e
froh the~class. Slmpl;, questions are asked add rephrased
until a’ student response seems to{be the approprlate or ’ )
10glca1 ‘one,., .

The sky is 1dent1f1ed, by a student, as‘something
common to all the dlsplayed works, w1th one exception.

It should be noted that students had suggested "palnted

w

" outside", otion", "commotion", "action", "trees", "water™
and "nature" as a themé of the works before someone said
"sky". The teacher quickly bréiibd the suggestion of sky,!
indicated its correctness with one exception, whzth the -
students.quiekly idehtified as "Before the Start%\b§ .
Lapicque, a painting of jockeys on horseback with no™

visible sky. 'Inqdiscussing,this‘WOrk the teacher refers

te feelings and the elements of art. Students dre ashed

how thé{ ﬁeel'when they 1ooklat this.painting; a sthdent

offers that she feels "movement and ekcitement". The

teacher quickly l}nks this with art elements by asking

what elements weré used to create those feelihgs. Students

offer "bright colors“ and "original".'. By pointing out the

colors red and green the teacher elicits the answers\
v ’ .

/
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«

-~ "conplementary" and "opposite colors™ and describes these

‘as elements of art. Miss Fowler points out that this

,

"juxtaposing®™ (her word) of colors creates a "loud" (a

student's suggested word) and "jumpy" effect which creates’

"\ the feeling of action. .

. ™ .

‘ The pattern of question-answer is then rapidly

Y

establishea. The teacher asks, rePhrasesq and refineé
[}

< ' guestions, until a favorable response surfaces from the
. 4 [l
Qf studeﬁts' suggestions. When tbis occurs, ‘the teacher

-

then moves on to

4

-quickly agrees with the student response

the mext series of questioné. ‘ L
During thig verba} interaction,  the teacher moves~
-~ continously using the illustrations to point out an .
artist's style or a detail of a work. The students are
seated on their Stools in gréups of threes and fours . . -
i around ghe desks. When they‘respond to questions they -
¢ do so.unhesitantly without réiéing their hands, or. waiting |

for the teacher to indicate permission {o speak by nodding' .

-

or pointing. It happens in a seemingly natural relaxed .

manner; whén a guestion is asked someone comes:-up with a .
. . v
t 'respOnég. I ;;t the distinct impression that this k;nd ’
g ﬁﬁ of activiéy hfg occurred frequently with thiﬁ group.
L _?hefe«is no aesitation betweeanuestion,and answer, apd
"mofe frequently ghén not, mbré than ene student at ; time

responds to a question. . g
. - \ -~

. ) The general pattern continues. The teacher raises

r . questions about the  elements of art, a term that seems: -

. \ .

. ‘ ) - @ ! »
::‘i‘ \‘ LT [ A\ e )
Balofy & N .
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1
P

to be known and understood by the students. Line is
identified as an element; it o®curs in Chagall's work, N
and is endorseé by” the teacher after being suggested by

a stﬁdent. By comparing the two she:-links line and shape

~

in Chagﬁll's work. she refers to f elings: ."ﬁéw do you

feel . . .2?" (about this Chagall), "Hg% does the artist get

]

, ' » . <
the viewer to feel?",-"How does the work make you feel?"

A

A student picks up on the concept of feelings, 'and uses the

term in response to a question about choosing work for her
/

~ - F—

own room; stating that how the work makes het feel is an

important criteria in making a.choice. ‘ Lot
-+ . - .
1
. : . a . .
An important pointfevelops in the question-answer .

A

. . R PO, 2%
technique. 1In discussing Childe Hassan's “work "World's™ .
¢
Fair Chicago (1893)", the teacher asks how the viewer

"gets into" the work; what devices are used to lead the

[

eye. The work depicts a large curved brown pathway,
groups of people walking or sitting on benches, the pathway

flénked by trees and bushes,|all'dominated by a silvery

>

white dome growing out of a horizontal building beyond the
- ¥ 3

a

trees. The "pathway" is an answer suggested by a student,

" and accepted by the teachér as a device in this work which

1) ¢ v }
draws the viewer's eye. _ Miss Fowler asks whether there is

*
anything else which draws the eye intd the work. A student
4".
of fers the answep "bushes", Instinctivély it seemed to
Ty
he to be a correct observation. The teacﬁér, ignoring the -

suggestion, mentions the color of the people's clothing

in the work. A student agrees with the sugéestion of

. ~ -
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clothing, because it stands in contrast to the green of

.

sthe trees and bushes. The teacher then elaborates on
A} .
this suggestion and points to a red dress worn by a lady

cenrrally placed in the work. Miss Fowler points out that
]
the figure in the red dress acts as a focal point for the
b ™ . ' *
eye of a viewer.

| Wy é

So it seems that when the teacher has something in

mind, in this case an artistic device to lead the eye into

a painting, she ignores.a perfectly valid observation by a
I

student. To me both deéﬁces seemed to be quite correct an

effective "eye leading" devices. The bushes flanking the

-

path&éy‘would perhaps be a more accurate observation, as

they did in fact "lead the eye", whereas the red dress only
13

provided a focal p01nt for the eye after entry had bé&en

gained to the work.

To balance and lend credibility to the last point
of ignoring a student's valid suggestion, the folYowing
- -

seems pertinent. In discussing H.W. Hansen's "Questionable

1

/ -
Companlons" a work depicting a North American Indian and
a/Cowboy, both on horseback rldlng side by 51de) with a .

Ldalng sky as a backgrqund, ‘t teacher asked how the
~$
viewer knew it was a sunset as opposed to suhrise. The

studenf who had made the sunset suggestion offéred that
rs ana sf ‘ STewer thi
colors and shadows gave the vi r this impression. The

~

teacher remarked that shadow was a good observation and

éne that she herself had not thought of. So it seems the
é .

¢

M4
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teacher is open to new’suggestfons but only when she is not

trying to make a point herself.

Toward the end of the lesson the students are given he
\

.their first hint of what the following lessons are ‘to be

-

" about. They are told that-they are 6bserving skies because
they will start an exercise the next day, -and that they
, .
would be painting, experimenting, and "trying everything".
r [

During a discussion of Rousseau's "Jungle Scene

with Sun", the teacher asks the students to use their
imagination by thinking about how they would feel if )
‘they were actually in Rousseau's jungle. This is the

/

first time such a question was made.

In the continuing discussion of Rousseau's work, the

teacher returns to the elements of art and asks a question

-,

~

related to composition. A student admitted that she did

P

not -know, that she had forgotten the meanin

g ©of the term
composition. The teacher explained it was pjacement of -

. objects on the paper. The student then continued with her-

F

response and seemed to understand the term. So it seems
the students, or at least-this one named Paulina, can
_freely admit to not knowing, or forgetting a term. The

teacher simply reminded her by "explaining briefly what the
-3 .
term meant. . . -

. The students are asked .to compare two works, both by

<

Roﬁsseau, "Jungle Scene'with‘Sun", and "Father Juﬁier's

\

primitive . //’
]

style'than the jungle scene. After asking for the .identity

. Ccart", the.lattef work more recognizable as a



C In summary, the- teacher used a guestion-answer format
14
d

\

N

4

o

. ' ‘ 70.

of the style of the latter work, and reminding the students
of slides they had recently viewed, the students offered .
A ‘

the answer "untrained" and "amateur", The teacher.reminded

4 »

the class that the word was "primitive", and when attention

was drawn' to the horse and people'in the work, there gzs
general laughter. She explained that primitive artists are

“overtly interested in detail, which is the element linking

the two works. " 'w
As the first.lesson ends the teacher indicates~” . - %f
something of what the class will do the next day. we

She' informed them that they will "experiment with

£f€nsparencies, and work with gouaches".

uring this first lesson, generally getting the students to a
supply the correct éesponse*by her asking and reph;asing
of qiestions. ‘She identified the sky as the theme of the
reproductions, and‘ﬁold the étudents they would experiment
during the next lessons. it.was a Susy~}esson, with the
teacher‘askiné 204 questions; time seemed to pass quickly.
The teacher empbasized feelings, and explained they
had a lot do to with art works, as weil as the viewing : 3

of them.’ Shé ignored a valid suggestion™y a student

- _mhEh ‘it seemed she had an important point in mind she

)

v

wanted to_make. She praised a point she admitted that

she hérsigf had not thought of. The elements of art, .

- ’ IS -3
line, shape, color, texture, and compositipn featured

i >

prominently and repeatedly in the teacher's spéech and

-, ‘ ,
[y /‘\5
W
\
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examples. In the question-answer technique she adopted
a flexible attitude, when one duestion did not bring
forth an answer, she quickly fotmulated another one.

Iﬁ her re-formulated question was not appropriate, she ‘ e
dsed‘a different example or question. This'establisﬁed a
pattern which she repeated throughout the lesson. Rarely

did she repeat a questlon, the exceptlon ‘Wwas with themes,

—

for example, when the discussion of the elements of art

returned under different conditions. She accepted all th? ' ¢

. 1

students' answers (with the one. noted exception), she did

[

.not overtly classify any as wrong. ' ) 0

)

The students' seemed to enjoy the questlon answer
format of thls initial lesson. They responded well to

tﬁeaconcept of feelings in art works, emphesized by the
N

teacher. They' also appeared to, understand and respondéd\

1

-well to the teachgr's emphasis on the elements of art.
Miss Fowler challenged their imaginations when she asked /

’ .

. how it would feel to be in a certain work. They seemed

"to be at ease throughout the lesson, and laughed often

pl

when someone gave a hgporous answer. They had some idea"

-
.

of whatr they'were to do during the following lesson,

o

namely, with sky as a theme, they would experiment.with

transparencies, and gouache paint. ’ T
]

~

.Day Two - May 20, 1985

- . - <
- Miss Fowler begins thg lesson in front of the
» N ¢
reproductions again and points out foreground and ‘
A

{
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middleground, as well.as colors used in a diluted .way \
AN . . N

\

in Dufy's "Normandy Tree", and Kirchner's "Forest with

Brook".

3

o WO

.

s The students then gather-anéund éne of the larger

wooden tables where materials are set. The teacher

*

qemdnstrates what she calls g,dilutea water technique,

[

which results in éransparenciés? "(Following the first
lesson Miss Fowler had pointed out in a conversation -
‘ with me that she had forgotten to mention &ransparencies
dufing the first lesson éﬁg that she would bring it up
today. She had remembered to éorso.)
The students are "to experiment", just to "mix paint",

‘Miss Fowlé; informs the class as ;he demonstrates. Tbéy \
stand around the table wétching.andwguestioning as Miss .

E

Fowler triesvone .experiment after another, all with one

technique, wet paper or diluted paint. .As she paints, she

instructs the class to be "delicate", to see "what happens
, b 0

and what effects can be created". After exemplifying the 4

use of various materials in different ways, she encourages

| 2

\
s on the wall, the ones they had been

+

discussing. She vigorously demonstrates what the class

the students }db the sane; ‘she reminds ﬂném to refer to

the reproduct

is not, to dq, that ié; scrub heavily with a péint brush
'so that the paper disintegrates. She describes)t e paper
as "cheap" and capable of tearing easily.

The stgden?s then enthu%}astically gather, materials, < ’

¢
return to their plac;s, and begin their experiments.

\
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. \ .
After observing the activity for a few minutes, I begin

to question sfuden;s‘about what.they are doing. I am
particularly interested to find out if ghey are following -~

‘the teacher's advice, and experimenting by wetting the :
- ) ‘ ’ ‘ '
“paper and dilkuting' the paint. .
. ) ~
After about ten minutes it becdmes clear that a number /
- ‘ N . . e
of studeﬁts are trying to do’g'reprea ntatiorfal work, it

X

seems they %gnt their efforts to '1Bok like spmetQ}ng

recognizaﬁfé. Wwhen Miss Fowler notices this.development

» ' 1 y ¢
she reminds them that they are not to "draw" (her word) -
) . L

”

anything in particular, not to "cover the whole sheet of ~"

‘ - paper with a gky"; and that they are to "experiment and

try the wet technique". T S

LY

. ‘ . . .' ‘. i
The students' efforts result in a wide range’ of

. variations. Some follow.the teacher's advice to the

. ; i L
letter and uyse the demonstrated technique; others do not.

JWhen I question them, the‘students of the latter group

explain that they want to try things, and 'that they. view

their work as experimé}tal. The students' interpraetations .,

+

~

of the images which result from these efforts are:

A ' .
. torﬁ%dos, a storm, sea, space with planets, clouds, sun,

A

reflections, earth from space, a cave, and an undérwager

scene. . . : .

-~

In a demonstrationzfqr Norma, a student who seems to :, W

- be having some difficulty, the teacher repeats her earlier

‘discussion on feelings in art works.. Norma is urged to

;S

§

%

"feel" how clouds are§<?nd to observe them after schg%l..U
o foe T

N\
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the teagher advises,

‘ q '

then "things will happen" ‘ . \\ / C o
. L 7 2 N
In a convetsatlon with'me, Miss Fowfer éxplainf

. %

. N
-

that this ﬁﬁy of m1x1ng -colors on” paper is new ‘to these
g students, that they have not palnted much before, and

AN

that they were only used to mixigg colors in trays.

. ¢ i e ! ’ A Y
~Lo summarize,; three

& : : main events \pccurred: a brief- :
‘ Y . v / ' ! ' s . '
. . discussion of the'reproduotions, ad onstratlon,O * ’

NN ) e ) . ~
gpd gtudent experimentation. Studénts feLl 1nto two

v ' 5

“:grdngf;\pThose'who followed advice and condugted heir .
‘ [

,experlmentatlon as the teacher had’ demonstrated,

. - . ‘

and those ' s

» who traed;;;her technlques notably of a non-wet varlety..

o 3Fot‘ e teacher, when she saw half the group dolng g

’;g _representatlonal 1mages( she remlnded these stueints ) ‘. - ( .

1 a that the purpose of the lesson was to focus only 3§~ b f \

- i.’ experlmentlng W1th materlals, After thlS remlnderqyshe o~ §

¥!: - saw ‘some Stdg? ha the representatlonallsm40f thelx ';A\
??' 1mades and }eturnwto eXpezlmentatlon.“ . . g

. -

S Y | . | '
1 ““'~For the students,'appro ately half the group

. ‘ L] A,
followed: the instructions to. experiment and hais did not.,

RN .\'n . . R ¢ ' t > . v . ,“ ‘e
) .”WhEn*reﬁinded of the purpose of the .lesson by the teacher '
’ q » 1] / e - /

’ some of thls latter group changed‘rhelr 1mages and

ellmlnated repré"hbatlonallsm. ,However, even thos who ¢ .

L] <

. began by expeilmenting recognlzed representatlonal 1mages
~ " v » p’ s

Ix seemed as though as fhe experirment

-\ ,progressed, the students found- it dlfflcult to re51st N

—~ ’

the suggestlon of representatlonallsm, and to follow

t ' ’.' a ‘ ‘. '
' NECN ’ wo R ' -3 ‘.

.

.
. . . , . . . 'wp*c.
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. through with this suggéstion. Among those who began by )

experimenting, no one's work ‘remained purely experimental
Xp g ' €

throughout the lesson. Evenfthose who began this way,
o eventually'sugfigged to temptation and began to se€ .

] ! . \
clouds or sky in their works; then followed Fnd*expandeq - % e -
13 1) M 1 - "

»

upon'these’viéualihints. No one closely examined the ,

’ 7 -
reproductions on the wall. No one "seemed interested in N
. . . ’ " v o
- . 'trying to duplicate what -was there, even though they had

"

.4 been instructed to ohserve(tnese works, and had spent the" ) .

.previous lesson discussing them.

i . r
. . ¢

Day Three - May 21, 1985,

4

‘Miss Fowler begins by reminding the

.\-%:};

dlluted way. Today's sky out51de.1s dlscusssd and compared . t/
/fJ‘to 'some of the skies In the reproductlons. During a f; i .

discussiot: of K;rchener s "Forest w1tl¥ Brook", andv Dufy's
v "ﬁormandyfTree",_one stuéent thinks the latﬁer work is not

realistic. When the teacher asked the class' if,realism is -

» an important consideration for artists, one student answers
. - B

.t ) "yes", followed gquickly and loudly by“mégiyanoes“. Fhe 4’ .
teacher explalns that artlsts can convey feelings without ‘ Q
- A\ A -0 ~ , b ) .
the work "belng real". g j . :
. L .
~ The class is then 1nstructed to return to their: '
v , ‘Works and look for "accidents" 1n thelr prev1ous -
Ve experlmentat;ons, acc1dents that may be worth explor;ng . ) ”ﬁi
v . 3 e, v . K - L 4 \-:E
' . ¢'. " -l( (‘ \ ’ . i . . “ " “-' ’ vy

0 »«.
. . . . @
. ~ . o s A
1 - e
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.. ’ * / - ’ ’
the instruction is to cover ,the whole page

deay,

again.

. with a sky effect., When questioned about today's sky

outszaé\sgbdgfr\and when asked. to compare it to one of

the reproductions, one student suggests Monet's "Boats on 3
¥ . Y ' / ' ' '

Beach". The teacher then compares today's sky to three

~

‘artists, Renoir, Hassan, and Chagall, different elements

Students

)

are asked to consider tﬂg tybe of sky they are trying to
. AN g

from each” work represenq:parts of today's sky.

v._,“,._,

create, the type of~statemen%‘tﬁe sky makés, ranging from

.storﬁy, clear blue, ﬂmapsparenf, cloudyt rainy, snpowy, to a
. I ‘ . ' N ‘ . ’ .
sunset. , : -
L. ’ N ’ ) ) .
The students.gatheér their previous work, their paint

-

ML A L

AR G At ok}

materials and begin. After a short while Miss Fowler .

e
.

‘ reminds the class that the whole paper is supposed to be

a sky. She then approaches one table of three students,
7 '
and asks them about the effects they want to create u51ng !

brushstrokes and gestures to 1m1tate cloﬁds. As an example
‘ ~ 7 N
of a partlcular sky,sshe refers to approachlng storms out ‘

West when the sky goes praé@hcally all black and "scary" 1
‘o d I begln to gQ around the class and talk to the '
' studénts as they are worklng.( I ask about thef® palntlng: '
- « and what they are- de}ng. Judy is 5;t yet su¥®what she
‘ 1s~d01ng\\ Dav1d begihs to create’ what he calls a
e ‘ ?Callfornia skyf‘on his pape¥, he de;}cted wate§ af)the .
» .- ‘ : . )

bottom of the sheet. - Sheila is tryihg to make a sunset '

-~

based on one she saw, ih the mountains during the
/o T e S L

years ago. Sabrina is making 'a sky which varies
. . . . . ’ .

’ .

. -\
% . B . '
P

Ce

- - N
s “)
* .

e

frpm blue ‘ -

t -
summer two,




reproductions on the wall. 'L said tHat I had not seen ' s
. . . ! l

rememberns. Kathy is beginning a sunrise, one she remembers

Che i L R IS o S R D b o L

S~ . & . :5
at the top, to pink at £ﬁe ho;tgm, to represent a 'sunset
whiéh she has based on one ‘shd ggmemgers viewing from her

baldony last summer,’ Maria also is painting % sunset,'bne

-

sga\saw this year, from the rear windquy of her parent's dar
© y ' ' . : N :
as it crpssed the Champlain Bridge. ™Mary 1s)pa1nt1ng a
“ L]

blue sky with a few clopds, whktch she remembered seeing I '?5
towards the end of_winter when éhe was skiing. Kim is

using cardboard «to scrape colors across the paper: in an

effort to represent a cool, breezy summer day. The sky 85

being:-baséd on one she remembers last year, wﬁén she went

L3

: '
on a picnic with her parents. Domenique is making a'séormy .

sky, full of clouds, in the summertime. Paulina begins at
\ ‘ '

the top of the sheet and is doingka sunset, not one in

. ‘ y L4
particular but a general.one. Louise is also beginning a \b_ga

(. \

swnset in fthe mountains, and again not a particqlar one she

from when she was "young". .. ) A\

In a conversation after the lesson, Miss Fowler . ‘

told me. that she thought fhe students were reluctant to v
use their colors in aytransparent way, and that fbey have
a tendency ;?ﬁards realism. They had trouble, she thought,

~eae

with the idea that today's efforts should be restricted
only to skies. Some students were 'including the sun, and
David 1n'pq§I.pular }nc;Pded ptper thlngﬁ (water ind

beach) in. his work.’ She said she wanted bransparencies

» - ’

in the work today and kept reminding them to look at the .,

. ¢ . %
-y At

" N AN it
7 “ “ L
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v

anyoné doing that. She replied’that a few did, Sa;:)qe,
for examplgjig}sed her s&y on the reproduction of Homer.
yiss Fowler was critical of Paulina ané ﬁoﬁise who worked;)
at the same table. Paulina, she:thought, paints like a
windshield wiper, ard Louise ought to have more feelings

about her dfforts. She thought~they forgot to express S

something or make a statement, and instead just filled
A Y o

~<"up the page. Miss Fowler was especially critical of ' /:>

Paulina and thought she did qbt listen and rebelled when

¥

, .
instructions were given. ) ‘

/' \ . ) . r
7 The teacher. intends to begin the next lesson by

?\displaying the students' works®™in progress, and have

/

each student talk about their work to_see if they cén-
recognize things im them. She thinks they will probébly
. ' * b ‘ - s )
réalize that the bottom of their wotks are.beginning to .
3 * R

take on the appearance of .land. She expressed syrprise at
[ i >

" the fatt that students had paid attention, and noticed the

sky outside today. When she had asked about today's sky,
L
some. students were able to give a good descriptign.
To summarize, three main events took place ‘today.

.One was the tFacher's instructions at the beginning of

n , .
‘ . {
the lesson, the second was the studerts' working,on their .
,6 - . «
.paintings, and the third was the teacher's conversa;}on .
. - 4 ¢ N . . N
with me at the conclusion of the lesson, /\\ ﬁ
\ ,
For the teacher, the quality of transparency irf )
' L 4
the produced skies was important, and she expressed \K- i?\\~\\\a
disappointment when the students did not use their colors' -
A i
-
* r 3
\ R .




&

.3

’

\)

>

in this way. She was especdially critical of Paulina's

inattentiveness and what she termed
In a discussion with students at one table,
for the first time,

she- talked of skies

f

as being

When she raised the
for art, the majority of students\\fl
that realism was not important for art.

apparently the one thejteacher wanted.

based on a

-

out West..

o,

kl

reproductien of Homer:

79.

"rebellious" attitude.

the teacher,
referred to her personal memories when -~
iheISaw Sabrina's work today
"Breezing, Up".
question of realism and its importance

udly voiced the opinion

}

This response. was

Projecting to the

next les;;ﬂ, she assumed the students would begin to see

laha forMing at the bottom of their exﬁerimental wOorks. =

For“the students, I did not see anyone referrlng to

I3

the reRroductlons,~as the teacher thought Sabrlna had.

It is possible that I could have missed someone doing

«so, including Sabrina, although she had told me her sky
- R ‘ . !

was based on a sunset ‘she had seeﬁ\ftom her balcony %ast

summer, However,

overlooking the example of Sabrina,

. ' .
I found it significapt that the reproductions which

had featured so promineptly in all three-lessons, and®

especially'the first, can be ignored so readily by the

?‘

majorlty‘Gf students when they worked on their own skles.

I also found it interesting that many students based thelr

\«

skies on personal memonles, on a partlcular sﬁ& they had

t ,\

remembered seelng, and-that some had llnked the sky to the

~

event, where Ehey were, who they were w1th, and so on.

~

So .



When the question of realism and its importance for

artists was. raised, one student agreed that realism was

) »
) LN

\ ) » 1 ) Y
. . . C
v 80.

important, which was followed loudly by negative responses..

s

The impression I and éveryone présent in the room would

get from the majority of negative rEsponsgs, was that the

\

- : ~
consgnsus, na@sly, the rest of the students as well as the

teacher, thouéht realism was not important. This would

ol ~

b-/ &) -]
seem to be one way in which views, opinions, and beliefs
can.be altered. Tﬁe majority loudly agrees on a point and,

even if an individual may not égree, doubt has been raised.
q s = .

) R s R
More importqnt, the doubting individual knows what response

v - \ -

Ly

is expected if the point is(raiseﬁ again.

] | I .
o

Day Four - May 22, 1985

'Y The teacher displayed the works done By the‘students»ﬂ

'yesterday on the wall before the students enter the room.

. R v >
The class takes their plages on stools in front of the
: . )

. R N ® . . ,
display and Migs‘Fowler takes a place facing the students,
» \\ ) }

leaving enough space so she can move up and down in front

of the wall whq;e‘the works are. The teacher begins by j\

saying she does not know which student painteg which)xoik,

-—

"as most of them do not have names on them, The students”

look at the displayed works. The #eacher asks what éhe

experiment,‘§epresented by the works, was about. "Mixing"

13

and "colors" the students reply. The teacher instructs the

»

‘students to view and discuss the works.
. . { .

<

¥ - v

¢ -

.
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| ~ Gillian begins by saying she likes the clouds in
Domenique's painting. Domenigue then notices her work is
/?ﬁng upside down; she agrees she lﬁkes it better this way
because "evefything was going in one direcEion‘befo:e,~§nd;
now it has the appearance\of the viewer looking directl& on
A ,

to it". Another one looks "real" if our eyes are squinted

when looking. Another "looks like a sunset"$ and when the

: teacher draws attention to the bottom of this work, the

'students agree it looks like water. Kim had used cardboard
J

to mix colors ‘in all three paintings she had done. The -

\ .
‘teacher points out sections of Kim's works and elicits

- responses of rain, clouds, hills, and wind. All these
- £ .

responses come from students after the te&cher indicatg§

a section and waits for suggegtions. Paulina points out a
sec;ionbof a work that reminds her of blurred speed, of the
type which occurs when a biEycle race is photégraphed. The
painf&ng is Sabrina's a;d has®been displayed upside down. .
Sabrina éhen agrees it look; better upside .down and agrees
with the ihterpretation of speed. She explains what she

had plénnpd to be a sea is now a sky. Miss Fowler suggests

Sabrina elaborate on this, using Homer's "Bregziﬁg Up" as
) ’ g

‘painting which reminds him of playi ball in the park
last weekend, as the types of clouds are the same.
. ’ \
\ . °
Sabrina indicates a sky painting where she sees a

face, then after She apprbachg$ the work and points out

the eye, nose, hair, etc., other students also see it. '
’ \

s

- -
-an example of a type of sky. David points out a ‘sky !

)
k3
N
PN .
rd
1,
L
/
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~

] There is a_ general consensus, they all. can now see a head -

i LA

of a man in a painting of a sky. Norma expresses surprise

1

I . . g s ) !
at seeing the head of the man, its perfection, and points -

ﬁ .out that if someone had started out and tried to "draw"
! " (her word) it; they would not be able to. The teacher

4+ picks up on th%s point, and reminds them that these ¢

accidents suggest all kinds of images which they would =
. @ B} M
e .not have been able to do, haq she asked them to, prior to

experimentation. She explains that artists are free to usé
13 .

1.‘. N . .
. these accidents. 1In Maria's work someone sees fire, then a .

’ Yy
[N
growing forest fire, then a spaceship, then a rocket being

launched, thén a vdlcano.

¢

Miss Fowler asks fOr suggestions on the future
direction of the lesson. A student suggests that they L 1
add things to the paintings. The teacher explains she f

- had intended to have tHem choose one work (most students
'\ fa
have two or three) go outside, and leg theg%ccidents speak

-

to them as they sketch something outside on -top of their

work. The '‘teacher gives her pe%éonal recollection of last
evening's sky as she went home, she asks if anyone-.elge

. ?
noticed the sky yesterday. No one had. She then points

" out Hobbema's "The Two Water Mills" and explains he was

—

~ more interested in paintihg sky than people in this work.
Hobbema is then comparéd to a reproduction of Turner (in a

bock) and she points out Turner's 'interest in the effects
[ 4 <

of nature, and that he went into storms to ekperience them

. haat! . .
so that he could paint them afterwards. ‘She reads from-
. . “ .“ o ;
. : {
& - . .
- S r . P

X
5. - n N
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the book a dqisription of Turner's work, and emphasi;es he
experimented with dif ferent techniques. She compares the
experiments the students are .working on dufing this project
to Turner's experiments. Shé reads a description of Turner

being bound to a ship's mast for four hours, in a winter

storm before he painted "Steamer in a Snow Storm". " The

ifproduction is shown to the class. The students then get

their materials and papers, and work for twenty minutes
until the period ends.

* After the students leave I ask Miss Fowler what

her intention was behind today's lesson. She explains

she wantedlgg give the class an experience similar to )
an artistic experience, making use of what she termed o
"accidents". Her interpretation of artistic experience 663

. - v

is beginning with a definite idea, using accidents, and

allowing various things to happen when the original idea

4 4

is returned to in a creative way. She feels this process ~

balances what would have been stereotypical images if the
$
instructions were simply to paint a picture with sky as the
N \ W‘\ B <
theme, The students would have "reverted back to their past

Y.

experience in painting, she explains, and répeated images
they had “deen expressing since elementary school. The

processwoﬁ\them looking at their works from a distance, she

believes, allows them to elaborate and expand the work, a
process which would not happen without this distancing and

discussion. Miss Fowler thinks she gets what she wants

N , -
—
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. |
from the students,.but does not want to appear "too

4

dogmatic". - )

In summary, three events happened’ today: Thg
' ) \ T
‘ discussion of diplayed works, the short work period for

]

’

the students, and the teacher's conversation with me

’
)

+ following the lesson.

For the teacher, her whole intention and direction )
‘ . ' L 4

was based upon\hﬁé interpretation of the artistic process.
Deemed crucial in this process, were accidents which

provided a,creatlve point of departure, one where

—

o]
imagination could take over. She explairied to me that

the originai idea irf a"work should be returged to, but
T

her examﬁles to the ciass"indicated this .was not important

e

and that the accidents could suggest new directions. She
é
emphasized this process by displaying the works of two

§tudents Gpsﬁge.down. At least oné of thee works wag
intentiqnally displayed this way. She used Turner .as
an examgie d% an artist who was one of the first to
use experiments-and experienée as an impetus‘ip his

work. This méthod, she advocated, would eliminate the
. ~ ”~

stereotypical imagery she thought better avoided. This
. >
experimentation and production of accidents, typified the

- artistic process as she understood it, along with thinking
. . > »
about, «discussing, and viewing the works from a distance.
Interestingly, although she saw herself as getting wjat
A Y

she wénted, she. hoped hgr teaching appro;ch did not seem

hd v

dogmatic.

¥

!
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For the students, their viewing, interpretation, Aand

J

- ) rgading into their displayed works seemed to be the same
. artist;g process the teacher hag explained. Accidents.were .
frequently found, and interpretationé coﬁldveasiiy be made.&J -
No- one disagreed with any of the suggestions., Tgé\more a
work suggested an interpretation, the better it seemed to
be. Imaginative interpretation wag)"everythind" in the

. artistic process.

Day Five - May 23, 1985 ‘ o

.

The studénts sit quietly while MlSS Fowler beglns with

~

~a reading of poetry.' Poetlc images are linked to the type
B N oy ‘ \'\
of imagery with which Turner was’ concerned, she explains, ¢
St ; .
. k . s
.and poetry develops images and ideas in one's mind. She .

-

reads twé poem "It is Raining" biﬂ:;;? S. MltChEll, ;{'» &

- descrlptlve poem\of rain in the .ci in the country, and

g

¢ at 'sea. Another by Rhoda W. Bacmeister offers a,different"~

-« -

view df rain along with appropriate descriptions of sounds.

2

She reads seasonal poems entitled "May" and "June".

The teacher explains to them that it is not her.

)

intention that they do,rainstorms, or a particular theme,

and th@t the-poems were read for the imegery they invoke.
|
She tells them to take any one of thelr works and search

7™ . ,for things that»cguld be. developed The works need not be

realistic, she instructs, because realism is not necessar

LI -

to convey an emotion. She gives Turner as an example of/an

SR ,artlst who conveyed emotion w1thout realism. No partichlar \\\~ y
» (IR A .
“ / . . . s [ g

4
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theme is suggested, as dents are invited to come up with
. o -
their own ideas based on the experience of the last few .
days.:

The students collect their works and materials and
begin painting. I move among them and ask about their

- w
" works. Sabrina begins by painting a tall tree, because

4

-

fregs leé& to heaven, peacefﬁlness, and sky. -She sees what
she is now doing .as growing out of her'previousdday's work.
Gillian is painting a mountain, which was changed from a 0
sky. The mountain sugéésted itself when she p@t some

darker colors, yellow and green, into 'a, shape in the sky. .

When it began to look like i’ﬂbuntain, she consciously ‘made

it into,one. David's work depicts sky, watér'and land; He -
N ( \.——,\ N - ' " 4 - ,‘ N R
a , intends to add bluish green to the water to add interest,

\ : but he is not sure what the land will be at this stage.

Susan,is working ‘on her 'painting from yesterday, which ,
. ’ =z

S ‘ shows water, ard is adding sailboats to it. Paulina is .'

painting birds with sky as a background. Louise's work

-

"/ - ‘g vy C oo
‘ . shows a sky, a sea, and a boat sailing, she 'is painting a,

shark apﬁroaching the boat. Norma's work shows a sky, op

top of which she is painting water, a sandy beach, and will
~ r ' ’
add waves to the water. Her viewpoint is from the water,

7

‘ «‘ ) . p‘ ) i
N ' +-Slooking over the sand toward the sky. Domenigue's work

1 . -

- depicts yesterday's tranqurent'sky to which she is adding

. . | oo
_‘ water at the bottom of the page. ' Maria had begun with a
‘. + \ ) , .
mountain; now she adds water, waves, or perhaps wind. She
\ .
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is not sure how it will tufn out; she is experimenting, she
: oo -

. it

explains. . X : .

t

Having lookedvat)the works Miss Fowler tells me she is

-

disa olnted as the students sdem to have reverted back xo
their stereotyplcal 1mages, tlghtened up, and superlmposed
these images on the experimental work. She looks at

Saizifj sspalntlng and asks her if Bhe addition of the
14

tr and volcano today was dqne in the same style as the
{

.previeus experimental sky. Sabrina realizes the two are

" different, but explains this difference exists, because she

. : \ .
used different materials on separate days and, according to

her, the two images fid together. To me, the,trees and
A .

v

o

volcano do indeed seem to be somewhat stereotypicafwand

S

@

stand in stark contrast to the llghtly handled transparent
sky of the previous day. Sabrlna apparently does not

realize this. The teacher tells me she should not have

instructed them to stop experinenting, that the ‘experiment

shquld have continued on to end in a»compleke work. She ¢
{

sees the 1mages producedftoday as Stlff stereotypes 1mposed

on the experlmental background w1thout much effort at’ .

£

o ﬁy

integration.” Even the materlals ava}lable h@@; not. begn‘a

"

fully utilized, she notes.

She tells me she ys heglnnl‘i,to think they should

/
start again with another experiment, and let it contlnue

as such. She assumed there would have beén a greater

-

dlver51f1catlon from the themes of water and«sky, although

"she concedes she did talk about skies, and‘the egper;ments

T T y
. ; .
. . 1 * .
(RN - . .
- . .
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‘their daily, experiences; ships on the ocean and remote
Y P :

. . . - Ny
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are suggestive of that. A similar lessgn,vwith\grade seven

. . \ -
students a few years ago, she reflects, tpfned ‘out more |

successful bechuse sﬁe had them develop the theme from a

; !
. - T .
point afté€r they completed a sky. The students had .

b4

elaborated with tree tops, $uildings and storms. The

3

younger students, she ,supposes, were less idhibited; which’

¥

indicates to her that today's images, in thiEuanss; are

the result of inhibitisns. She saw their lackof ideas
about how to develop their work a result of not asking
themselves guestions, and a lack of experience in art. —
She wonders wh§ she cap imagine a kings of thinés in

L

\ - .
their works, while the students ,seem incapable of doing so.

Is, it bécause of experience, she asks, or had someone long

ago drawn her attention to ft2 Thg  students do not have v

the capacity to see things, she supposes, because of their

comparable lack of experience. She assumes that having

a background in art makes a person likefherself more
conscious and aware of what happens around theq, of the

environment. The students need more art, she congludes,.
8 - 3 ’ . 4 . *
more experiences in art similar to the current one to ’ .
- 3 '
make them more aware of what's around them. She makes

the pdint that these students live in a city, and yet

are trying to portray experiences vastly removed from

N 2

mountaintops.#”They méy have seen the ocean or mountains
o B . y |
odly ence or twice in their lifetimes. She concludes

that.assignments should relate to ‘the child's immediate

i



_ experience, then realizes the work was ‘supposed jto be (i)

' totally imaginary assignment had the advantage of alldwing

P G s - 10, s A SOV A
. "t TR . '

imaginar§7 and recoghizes the contradiction.: A

In summary, three main events took place today. the
poetry.readlng, followed by the students contlnulng with
their yorhrhasgﬁ/;; the exgerlence “of the.last lessons,

as well as'my conversation with the teacher duridng which

—n

éhe‘expressed her disappointment with the imageé produced
today, as compared to a previous teachlng experience.

For the teacher, the lesson today was unsuccessful

*

She interpreted the students efﬁorts as a return ,
tosstereotypical imagery, which théy imposed upon 4

[ -

’ experimental beginnings. ©she felt she was wrong, and

gave wrong instrudtions, and that the experimént oughg .

to have continued until an image was produced. Instead,

. -1- 13 ’
images were superimposed on the experiment. She was also

disappointed that a wider variety of materials had not
. ‘ \
been utilized, and viewed this as symptomatic in terms of

-

both materials and imagery that the students had returned
to what they had previously known: .their past limited
experience in art That the 1mages produced today ‘were

stiff, she thought, probably had to do.with the students
[ o
)
1nh1b1tlons. Other causes she reasoned, could be a lack

’,

of experience and inability to see and realize the

~

potential of their environment. More experimentation

e —

is what seems to be ndeded, experimentation which should

relate to the student's immediate experience, although a

,
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more fréedom, She realizéd‘that holding these two

viewpoints was somewhat contradictory.
' . 4 '
) For the students, they.followed instructions. They
' Pyl
began to complete their experimental work by addirg the

final images. They did not see the same prtblems Miss
td + .&: \‘
Fowler saw, 'nbr did they realize anything could be wrong.
. , . . "\ ,
To their minds they were completing their oceans, "skies,

" 1

wtrées, boats, and mountains as tﬁey should have been doipg. .

o

" Even when a student (Sgbrina) w§s questioned‘by the teacher

+

-

'hbouﬁ the diffefence in imageryvhstw%fn the.experimental
work and thé newly added images, Sabrina saw them as being
consistént.. she could not understand the ;eacherWS point.
I? there was a difference, Sabrina thought igfhaﬂ tg do

with the use of different materifﬁs’on sqparéte days.

!

- ’ ) £y
Day Six - May 24, 1985 . ¥

Miss Fowler begins with a demonstrati9n and discussion

4

_ of materials. She tells the students that they are not

using enough variety of materials in their work. She gives

~

a demonstration u;ing.a Qariety of- different maéenials:
‘The 's entg, sitting and standing around the‘large wooden
tabféfa:atch and listen. Using a sponge and pruéh ;he
‘teacher paints émske. The students are. told to look for
the material that will help them get their ideas across.

. : L
She uses’ a dry brush technique to create the effect of

smoke . She compares the results of this dry brush

3 ' ——

technique to one where the brush is used in a normal way -

inie
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and saturated with paint. Using a sponge she demonstrates

Y

another way to create smoke-like effects. Using a crumpled

piece of paper she produces thé effect of rocks. She tells
. - ,

the students they are, to experiment tdday. If a'tree is o

- —_—

e needed in a work, then an appropriate tool'should be found
m—f—that wiil produce'the ﬁecessary delicate lines.” They are
\ not to continue girectly on their Qérk of the previous
lessoﬂ, the teacher instrucég as she demonstrates, but
S to'exgeriment on a new sheet 6f'paper. She lets the
students know she was disappointed with the results up

té now because they have outlined people and sailboat§

¢

i
the way they did in elementary school. This is said as

she demonstrates how she would do a sailboat, drawing

~ -

¢ attention to the1w1nd and details," such as, which direction
T
the sails would go. A student voices concern about how

<

the water of the ocean can be put on top of the paint

.;hat represe§£s~th% boat. &he~teacher explains and

~ demonstrates, paimting the ocean color on the lpwer‘part .
of thé boat, and mixing the colors togb;he§/~ A small piece
of flexible cardboard is used to create both the boat and
waves. The demonstration ends. The teacher instruc!l fhe

. o
students to return to their wprks from the last lesson, or

begin a new experiment, and reminds them that the theme: is

still the sky. J ‘. ' .
' The students gather a notlceably wider varlety of

materlals before beginning thelr work, As the teacher

observes this, she tells me she is insisting on the ] Lo
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' artistic process of trial and error, and feels she

— ) K ’. . ‘ | 92'

)

S,
-7

must make decisions for the s;udehts. Last night she
thought about the results of the last lesson and the '
reasons for her disappointment. She arrived at ‘the

a ~ 1y

conclusion that with students og this age, she must

- repeat things continuously, that satisfying results are \

hard to come by, and that the students revert back to whdy
ggey feel safe doing. she believes the answer lies in

‘ - \ ( s
experimentation. She feels that the students must.go - \ \ !

N

"through the experience before they«unéerstand what she_ is

trying to teach them.
After the students have’begun'to work, I-move.among -
them. Domenique is starting a new painting becaﬁsefshe
tells me shé'is dissatisfied with the sky in her'previous
one; ‘Sh?ila works‘'on a smaller paper, shé expl;ins,’in
order\to experiment becauge she has Peeh‘absengﬂfor twék
days.' Susan begins a new Sne, her 6€her w?rk did not. turn
out -to her satisfaction. She intends to do sailboats using
cardboard, -the way the teacher demonstrated. She tells me
that fhe reason she did not use“a’greatir variety of
materials in her previous work, was because she was not
éhink{ng. David-thought the’ teacher wanted them to
experiment more with .different materials today, which he
d%d not do prev;ous{y} because hé did not see them1
Sabrina interpreted the teacher's inggrﬁctions today
£o mean é brush did not neéessarily have go be used to

create various effects, that other materials could give a

¥ r
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wider variety and better results.. She~did'n6t use a wider -

-

range of mﬁterlals prev1ously, because she d1d not whnt to .
experlment as she knew_what‘she had,lnumlnd'to do. ShgD
plans;now to use a srick to make tree.branches. Her images
of the prev1ous lesson, the volcano and trees, she feels,
fit in well w1th the differently treated transparent sky. ’

! Kim thoujht the demonstration today had to do with

using materials\other than a brush. She uses cardboard

in addltlon to a brush. Maria starts a painting whlch

dep%//s a stormy sky. She 1nterprets the teacher's ) ’

1nstrgctlons as mganlng they had to experiment and try a
variety of materials-tbgcreaté a more realistic effect, an
illusion of realism. The reason she did not use a widera
variety of materials before was because she thought, they

were to just expefiment. Mary is beginning a work which
!

depicts an explosion and mixture of sea, flames, smoke, and

sky. She uses both a wet and dry brush technique. Shg

©

interprets the teacher's instructions and demonstration to
; R

mean ‘the use.of both wet and dry brush techniques should be

used when doing smoke, also, that a variety of materials
can change the mood of a woxk. Judy continues with the
previous lesson's painting of érees,kand‘uses a second
shggt for experimen:s at the same time. In addition to
cardboard and brhsh, she is using wet crumpled paper which
she'dips-in paint to create the efﬁecr of mountains.

Miss Fowler reminds.Kim that the trees in her painting

need the gffect of wind‘!o give them movement. Domenique
. :

©

. -
PRV
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tells me she is trying to create the atmosphere of an

approaching storm. - Thg.feacher advises ﬁaﬁehiqUe to use

> .

a twig to zreate the effect of branches on the trees in
her work. Susan is using cardboard to create the effect /
N ” 3

of boéts. She feels they look more realistic'than her

\

éttempts‘at boats during the previou§ lesson, more like
boatiiyith the wind pushing their sails.. She is also usi é
a brugh and a sﬁonée, and tells me she is happier with

éoday's results. . . |

3’ As I.observe the students, the teacher tells me that

when she describes the task:-as an experiment she feels that

\\\ghe students "unblock", and the results are more "
, >

She feels the results are totally different today,
uses Domenique's painting as an example.
something she likes and becomes afraid of sp6i)ing it.

Domenique's work shows a threatening sky, but/she does not

seem to know how to do trees in the samg threatening way.

{

Wwhat Miss Fowler means by threatening tre€g, she explains

.to me, are trees like the ones she saw in Savannafi,,

Georgia, the type that have moss on t#Zm. She suppéses,
L .

however, that Domenique has not seen at type of tree, so .

would not understand what is meant when she talks -of trees
appearing threatening.
After the'lesson is over, Miés Fowler tells me she _

L4

;/1
feels that they have been more guccessful with skies

'
i

today. , And now it seems to be other elements in the works

that are creating problems. /She feels that these problems
\ B

-~ . .
- i J/

-

/.

B -
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. . \gan be overcome by the use ofJa'varigty of materials, and

by experimentation. : — ‘ A

In summary, three main events took place today: The

teacher's demonstration and instrhctions, the students'’ )
’ " JEY
work period during which- they began new experiments with a |
- &

wider range/of materials, and the teacheri's comments to me

/ ) .
‘ _tegarding her thoughts and feelings about the lesson.

/

: The teacher felt she reqd&nized the problems of ' the

previous lgsson, and saw her instructions and demonstration . .

-

. as the necessary devices by which these problems could be
overcome. Her message was experimentation, along with a
greatet use of a wider rdnge of materials, would bring

] -

the desired result of interesting, original work. The

results of the students' efforts this period reinforcea

her beliefs. ghé'W§s happier with the results, saw more
"freedom" in the works, and that this pew "freedom" could -
bfing a greater potential of imagihatfve possibilities
during the remaining, lessons.

¢

From the student's viewpoint, their understanding

of whap they were supposed to do'during this lesson
seemed‘to vary from onL individual to another. The
teacher's instructions could hayg been the cause for this
variation as she told éhem at éifferenf times during the
deméggprétign not to continue on their previous lesson's 1 /
~work but to experiment on a ney.baper. Somewhat . ,/

contradictory, she told them to return to the previous

lesson's works, or begin a new experiment. The constant was

- ( ) - 2
id .
,'_ . -
;’.’.1 .
o e e T e

» ”
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that the theme semained "sky". Some studemts, therefore,

began a new work, while others continﬁég on the work of

thg-prééioﬁs 1essén:1 Qneistudent, for example, Susan,.
carefully followed instructions agd in fact repeated one
of the teacher’'s demonstratlons producing s lboats w1th
cardboard. Others also used cardboa;d; as weli as sticks,
dry brush technique, crumpled\paper, s?onge}\as wi}f as
the more tradi£iona1 wet brusi method. The students
overall correctly ihtefp;gted'the demsnstra§ion and =
instructions. They used a greaéer variety of méterials,

} .
were more aware of the potential of these materials; and

seemed to experiment more than they did during the previous

-

lesson.

Day Seven - May 27, 1985°

The works from the last lesson are taped to the wall-

as the students enter. They take seats facing their
paintings. Miss Fowler invit;s'comments[by asking who
began a new one, Maria indicates she did and points out
both her recent and previous workJ She began the second.

one because as she explains she wanted to do scenery and

change the sky, and also because she was unsure what to do

" next. The new work began with smoke, thenh she acc1dently

added an explodlng boat. The “tudents recognize it as a

boat, and the teacher thinks i

effective as it looks as

though it is approaching the viewer.

?%;:3..«
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/f/_ " Next to commeq? is Mary who talks ébouther recent
% . paintings and compares them to works from earlier lessons. -
v

she had change@_ger éky fromvcleér‘to stormy, and added
darker colors which she interprets as water and boats, she

explains to the class. She found it easier to work the

paint with cardboard, than she did using a brush.\ﬁ}ﬁé»-ﬂ’E
a‘ ) \ 1 -'.. .

Eéachér picks up on the point"aqd suggests good effects

come about through a "manipulation of materials", a term

she tends to repéat. Because of this manipulation Mary's

recent painting has a greateP potential than the first, she

| L

explains. She talks of storms and refers to the skies in
both Hansen and Monet's reproductions, and points out how
.these skies were produced.

» A y

David speaks a%ﬁut his work which looks to me like a ‘ . 4

.. horizontal blue mass, applied solidly with a roller, which . -

® i
reminds me of the shape of a submarine. Underneath the i
’ ~ 1

blue mass is a lighter blue area, with a lighter green/blue‘
. color above the mass. The teacher invites David to turn
his work upside down. He does so, and says it looks to

]

him like a submarine. The tedgher agrees it i?oks like

a sgﬁmarine{ but points out that it is changing and now
‘is'stgrting to look like something else. David suggests
. a lake, the teacher offers reflections. 1 now see the
lake Qith reflections, but wonder if I saw it béforé*the
suggestion was made, or afterwards. I am undecided.
Someone sees Indian teepees in the edgés of the roller

marks. The teacher ends tﬁevdiscussion by inst:ucfing

\ ‘

Pl
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" type with wings but no body. Miss Fowler asks Paulina if

¥
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David to look at if, then he could later decidg'whaﬁ the
work suggegts to him, after h; has:had more time.
'Miss Fowler points out Domenique's work, which ‘at

\
this stage ldoks like a moody, mainly transparent sky, with

blue amd black cloﬁds.' The sky’tékes up ﬁost of the Lrea »
of the painting, leaving space for the beginnings of trees
and land near the bottom. Norma comments that ég her,
ﬁémenique's-painting lookék"gé£§%oqs".o Because Domgnique
is absent today, the teaiher moves on to point ocut Sheila's
twoq§i§21ayea Qorks,'aéd asks Sheila to commené. Beéaqse
she noticed othe} students doing boats .and water,»Sheila
says she began to péint trees in 'her second work. She

did not want to 8o what everyone else was doing, she
explainé.- A student asks about Paulina's work,. Paulina =

is invited to comment., Her work depicts a multicolored

thin sky background, on top of which are superimposed

‘five dis#nct, deiiﬁgfate, stereotypical, mostly white,

cloud7. There are also stereotypical flying bifds, the

the birds and clouds are natural looking. Paulina thinks -

the.birds are, but not the clouds. The rest of theclass
v

~

is particularly’ quiet while this exchange takes plé&e. The

teacher talks of depth and suggests there is some depth in
Pauliha's work. Because they had been talking, Miss Fowler
has Sepérated Paulina from her friends, Norma and Louise,

for this lesson, and while the class is ‘going on Paulina

continuously communicates across the room in a silent way,

s
g
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using hand signals and mouthing&wordsf When she eﬁeaks to .

Miss Fowler, her voice seems tinged with antagonism. -
—-— - ’ - ' ! ’ rs
. . The students are told to pick up their'works and
.
.
continue-on them,’ or begin a ‘new’ o?e. They are informed

they can have something dominant in the foreground if the%l
5 ¥ S ,

warit. I move among the students. I ask David about his

work. He tells me he did not see what th7 othe: s. sa1d they

saw in his work apart from the llttle tents. thlnks e

will develop the tent idea and add water. Judy is trying

to' complete ‘her previous work and add some houses and '~ (

trees. Mary is adding more ships to her previous work. . .

gagzhit was displayed on the wall_gge'did not see anything

she had pot previously seen. The teacHe% reminds the class.

that\ghny materials are available, and that they are hot
‘ using them aevmuch as they did during the last 9esson.

~ o 74
Sabrina is starting a new work, and is using the shape of
.Y L]

s \

-

an airplane window which will fraﬁe the sky. M#ria works A’

on her previous painting which shows water and boats.

— With a twig dipped in paint she adds a mast to a boat: -

' When the work was displayed on the wall, sﬂe saw a new
boat in a dark section of the etormy water and works on

it now to make it even more recognizable as a boat. Norma

works on a new palntlng using a sponqe and she tells me it

L]

suggests teepees and water to her.

;’!

As I observe the studente; the teacher tells me she

[ - - J

roo ’ feels she will have $o put an end to the aotivity as she
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sees it going on too long. While they may end up with%an

i » .
v . .

experience, she thinks they may not end up with a,painting.
. - ' ¢

- “a

i ) I return to the students. Louise begins a new work x*

. - - -,
which s@ows a small.boat swamped on a storm\tosseﬁ sea,
o v \ i N ) ks .
an idea she imagined she tells me. David sees the roller

technique being successfgl for him. He mixeﬁ?colors, re}ls‘

them into the work{ and waits for the marks to’ suggest

-
4 <+

something to hlm. He llkes the accidental effeiﬁs he is

€

]
a

~getting., Shella 1s painting grass, a path with a forest-or

mountains, she tells.me she lets the work suggest tHings to

/ \
- -~ .
N A PR ]

her as she paints,

- N '

After the %}ass ends, Miss Fowler tells me’ she .

¥

is giving. them a good idea\of what painting and creating

a,pictufe }s"all about. 1Ideas need help, she 'gays, €%

° they do not come easily. ‘She puts»down the students®
\x_ d;fficuléies,to a ‘lack of expegience. She says she feels
that they cannot depict thinge if they have not hed a wide
o " variety of eﬁperienée. This process.she. is putting them

< through, she says, will helb them "start noticing things,

~and in the future may contribute to theiprroducing'moré
\ {

.o mature, complete works. = \
, | R .

| '.‘ . To summarlze, thnge main events took place today:, The

. dlsplay and dlscu551on of works, the_students' work perlod,

and the teacher s comments to me durlng and follow;ng the

lesﬁgn. N - I ' .

3

L. The ﬁeacher s concept’ of experimentation and

_ ' the production'of/EGcidents which' lend themselves to

1 [

*4
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-athelr own'and others' works, and allowed things to s gest

. accidents to be suggestive, combined to relult in
b

.works. Even “thdse who could notc;iig/thlngs into thelr
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xnterpyetatlon was verlfled . The studenRS"openly -wviewed
¢

themselves/ The strategy of dlsplaylng some -works upside

v
L]

down helped this process.. Paulina's stereotypical efforts

~proved the teacher's afint: Paul}na‘s inattentiveness, not

-,

beiny open.to advice on~experimentation, not allowing
g . “
¢
» 3 * 3 -
stereotypical imagery. The experimentation methodology

53rallels‘the artistic process, Miss Fowler believes, -
‘ .

-and results in the students being more aware of their

~— . i . . ~

environment, She thinks expe;imentation must be a fipst

4

phase, and one which snould be(experienced,before completed

art works should be ettemptéd*seriously. ' )
_~ '
The major;ty of the studenttiread thlngs into their

own®works joined in the discussioff; and were able to

e — - . ¢

read thinge into the‘displayed-horks, especially when
those works were turned upside down. Paulina seemed to
do other than the tea/her suggested. While Louise apd

Norma supportedéPaullna, they followed the teacher s

' methods,'and Louise especially dlé'hlghly effectlve work.

<

Intereéflngly, Sheila dellberately ‘chose a Subject other

2

than *w she éfo people around her d01qg. In’ contrast,

Norma chose exactly what’ she saw Dav1d 601ng.
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reproductlons and explains the trees are scary and 1y

"without any wind. Susan agrees it is calm in her painting

a - o 102, "

Day Elght - May 28 l%%? . '
The students collect thelr paintings and gather *

»
materlals. MlSS Fowler informs them that this will be the

.

last day to experl?gnt, and the ne%t lesson w1ll be spent
sketching outside. -

The teacher talks to Domenlque about the sky in her
paintlng. Domenlque thinks it could be darker in places,
but,wants to lighten it near the horizon. The teacher
explains to Domenique that while shetthdnks the sky is
successful add threatening, .she feels the trees and land

“at the bottom of the work should 1nd1cate the same thlng.

Mf s-Fowler p01nts out both Kirchner's and Rousseau's :

close~because\they'are in the foreground. The trees offer

an invitation to enter the paintings she explains,.and

¢

suggests that Domenique do something similar by adding .

larger trees to her work. Domenique agrees with the

[
suggestion and ihdicaEes'shé also wants to change the sky.

Miss Fowler talks next ‘to Susan whose work at this
stage shows a pale hlﬁe sky, darker b' e sea with a number -
of sailbcate depictedﬂiaxan upright rigid manner. Susan
is asked about boats snhd wind. She has never been sailing,
she replies. Boats-like this need wihd, and-the sails
foliow the dlrectlon of the w1nd, the teacher explalns,'

I

"althcugh the painting itself suggests it may be a calm day

and sees it as being finished, with nothing else needing "

e : -
1 . . .o . ”
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to be added, after the teacher asks if anything shopld
be. Susan then directly asks,if the work is finished,

and Miss Fowler replies that is up to Susan to decide,

"who ‘again asks for the teacher's opinion. The teacher

then elaborates and explains that she feels the water = .,

—_—

appears too uniform for an ocean. , Susan explains she
has never been to the ocean. The teacher then relates
her impressions and memories%bf the ocean, pointing out

i

the different colors and values in the water, and wonders

if it had been better if Susan had chosen a subject she had

experienced. .Susan ends the exchange by'replying that she

ﬁég\previousry seen pictures of the ocean.

I talk to Maria about the black-areas in the skylof

-

her painting and ask how shejdid it. She explains‘that she

first wet the paper, put on grey and black splotches of

%

paint, then added some white {and used a'piece of cardboard
to mix it all together to creafe the stormy effect she
' ' e

wanted. She used the same fechnigue on the swirling stormy

)

sea. I ask when she will know when it is finished. She
replies it will never really be finished, never perfect;b_'

and although it can never be' perfect she feels it can .
’ s

always be improved upon.
Kim had followed the teacher's suggestion of trying a
different brush, and to chdnge the painting from the way it

was. It previously had°shown'a delicate rainlike effect

»

_resulting from the use of a flexible cardboard technijue,

which Kim had used to spread the paint. The teacher had

-

' P

A
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suggested the addition of trees in the foreéround. Kim had

put in these trees; she explained, to change the original ‘

; \ .
effect. She will know, it is finished when she is satisfied

with\it, she says.

Louise continues working on her painbéng which
depicts a boat in a stormy sea. It 1ook§ to me very
expressionistic and highly effective with its aggressively

. . applied thick brush‘strokes. There;are streaks running
diagonally across the sky that Louise describq; as
lightniné. She knows it will be f{nishea,soon, but does
not know yet how she will know.

A ( \
Sabrina has’ started another work and tells megshe

L4

has changed her'whole perspective on skies. At otﬁgr tigmes -
,she always painted péaceful skies and now she fries a
stormy, rainy one with dark ‘clouds. She will add people

with umbrellas near the bottom .to complete her work, she '

. ‘ explains. R .

“ . Gillian has added a large tree in the foreground

L9 -

, of her painting which effectively dpminafes-the work:

s

Previously she had only depicted sﬁallétrees which

. ~
"« effectively acted as background. This addition of the
largg_treé was made bécause she.hnterpreted the other
N Backgfbund trees’as beingq“boring". She 'is happier with
. . ! )
’thié new direction. - The teacher approaches and suggests to

»

\1Gillién that the large tree adds the elements of depth ang- /

A \

- space to the work. ‘ . '
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Her opinion on the works reflééting the student's own

‘She seemed perpiexea that Susan would even attempt a

. "Just knows" when,lt is finished.
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In summary, the main event that took place was that
the studengs worked on their paintings after . belng 1nformed
that this was the last day for this experimental s;age-of
the work. | . )
The teacher saw this as the final lesson of the

experimental stage, She gave\sim;%ar advice to the three

students painting trees (Domenique, Kim, and Gillian),

- namely, to add one or more large trees to the foreground

so that a spatial element will be created in the works. .

experience was reinforced after her exchange with Susan. .-

A1 ld

painting of an ocean if she had never before viewed and

,experienced ap ocean for herself.

The stﬁdentsh hewever, continue to follpw the -
teacher's advice usiﬁg a variety of materials and adding
suggested elements.w'ﬁﬁere were three opinions on how
one kno when.the work is finished. One, when it is

"perfect”, although-it can always be” improved upon, two

when the/berson painting .it is satisfied, '‘and three one

Day Nine - May 29, 1985

After. the students enter and settle down, Miss Fowler o 3

o

informs them they are to choose one of their works

depicting only clouds or sky, and to take it outside and

sketch buildings and other objects on top of it. She)
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holds up examples of works onto:whichabuildinos or a city
could easily be incorporated. Owmans can become lakes

with eomething on the other side, trees can hecome parks’
overlooking a city. Rainstorms could be set in thé city.-
The sthdents afe given drawing boards, a choice of drawing
materials, pencils or wax crayons; they choose one of their
works and go outside in groups of two or three. ) Before
they leave Miss Fowler indicates- a few areas near the
school that .have promising subject matter. She teils_them
not to go Zoo'far. | )

’ &
Outside the day is warm and sunny, the trees are full

"with freshly opened leaves. Most students choose a drawing

positicon on the street beside the school: On the street
the etudents\have a view of trees, older houses, parked
cars, people wa;king, and large office and-apartment

boildings looming in the background 3 The teacher points

out such details as tree branches and sky and tells

students to frame an area and work within the frame.

N v

I'talk.to the students. #*Kim is eketchlng the tops of .

. "~ buildings over .one of her skies. Sabrina continues her !

rainstorm plcture by adding two ol-d buildings she sees’
across the street Although it is a bright sunny day and
her work shows a rainetorm;’she feels .the building57§§t in
becaoee they look" "grey and drab". Gillian works'on hef'
_picture which had a tree 1n the centre of the work, and has
chosen a tree outside to'represent ‘the sketched one, and 18

now drawing the buildings she sees behind the tree. Marla

’

i
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is gdding the:large office buildiné she sees across the
street to her pafqﬁing of sky. She will make changes she
tells me, move buildings a;odﬁd andePick the best ones to
make her work more intereéting.‘ Kathy‘has blue and yellow
areas in her sky painting on/ top of which she is d}awing
Mount Royal, which she can sée in theadisthncq. She will
make the sky darker to be more représentative of a scene at
night. Mary has positioned herself on an 6verpass, across
the street, and loéks down on to a highway which is flanked
. by trees. On top of a sky painiing she is drawing the
"highway and tr%gs in pencil, and chose this viéw mainly
because of the trees. David has retained his beach scene .
and is adding cars wﬁiéh he sees in the street. Sheila is
addihg a nearby Eststprey office building to her work éf
trees and sky;'fﬁé building willnprovidé.a background, she
| tells me. Kim is addiné the cars, grees, and buildﬂngs she
) seeé on the street gd ger painting of a blue sky. ‘She will
have. to change the bi;é at';he bottom where the street is,
shé'informé me, ,Judy is the\only one working on a ne
white sheet of paper,‘as shé aid not have any suitable
.;paintingé.' éﬁe.has dﬁésen'to dfgw trees -because she

. prefers trees to buildings.

After the class Miss Fowler tells me she thinks it

was a good idea for the students to work on their paintings /

/

A

outside, and that it is helping their understanding of
',compééition. She is not disappointed, but notices studéhts

had difficulty choosing subject matter, and have poorl&

’

[ 3
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developed ignse of composition. She is pleased that
studépts/yho will major in fine art, such as Sabrina and
Maria, ﬁée showing a lot of potential.

/ .
'/é;h summary, the main event that took place today was

’

the /beginning of the outside sketching segment of the
A_ / The teacher recognized the students' difficﬁlty
/// in ‘choosing é subject, bu£ was generally pleased with
/// the results by the end\of the period. She thought the
students' sense of composition was poor, aﬁd\viewed these
'types'of exercises as a way to improve it. She was pleased
by the fact that the students who had chosen fine arts as
// . an option in which to major during their senior years were
‘ _doing goéd work. What ﬁ%s'overlooked, however, was equall&
good work by some other students. \
The studeﬁts adaptea quite well from the classroom . o )
“to the outd&or setting. I did not see the same problem
of their having difficulty.choosing a subject as did the
’ feaéher{ I observed all the students, and all seemed to
- settle dowﬁ quickly and choose a suﬁject{gpon which to
rwork. - They understood the concept—ef adding an outside

L 9

view on top of-their previously paintéd sky background
. | without any apparent difficulty. They also understood that
. 4 . they could change objects they viewed outside, by moving,

adding, or deleting them to suit their works.



‘outside. Susan is using the pastels to darken the
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'Day.Ten - Mai,30, 1985

‘
A Miss Fowler informs the class they are to continue
: £, A\
their works inside the classroom today, using the medium of

p

dry pastels in auveriety of ways. Norma and Domenique,
both of whom were absent the previous lesson, are sent’
outside to catch up to the rest of the class, and sketch an

outside subject on top of a previously painted sky. The

\
o

teacher does not notice but Domenique takes a blank sheet

'

of paper uppn which to sketch, ‘instead of oneyof the’mahy

sky|backgrqunds from which she had to choose.

k to the students working in class. David is
ising the pastels to add color to the car he sketched
buxTélngs she drew behind the tree in the centre of her .
work. Judy added written color notes to her outside
drawing; sﬁe follows these notes and adds color to her
tree. Judy informs me she discovered she could see through

the tree to the background beyond it. Prior to this, she

" did not_realize a tree could be seen through; Sabrina

colors the buildindgs she sketched outside, she is pleased v
with the effect which results when a previously colored
work is used as a basis for a sgetch. Mary adds .light

color to one side of the trees in her work, and dark to the

L

‘other side, because, she explains to me, the sun is shining
v

in her picture. Kim ‘is coloring the buildings she sketched
4
outside and finds this method of working "interesting".

Maria remarks that by adding colors to a previously painted
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work she findé she lik?s the effect which results. Sheila
is.adding c¢lor to the large office building she sketched

and likes the method becauss the windows take on the

[
appeatance- of hav1ng sky reflected in them. Kathy works on
a house on a mounta1n_w1th many trees.. Sﬁé “has changed all N
. - she sketched outside to better fit her woék“”

In summary, the students took the pfevxous Iqwson s

outside sketch and added color -to it in the classroom,

mostly in the medium of dry pastels. } ﬂ\ o
* 1

The teacher saw \the students busily carrying out her

instructions, and seemed generally pleased with the resul;s

A
/ .

e of today's ledson. ¢
o The students followe¢:instructions and added pastel

(/“3 color to their outside sketches. They found the téchnique -

. o

successful in that, it suggested directions to them as they

~

worked. As an indication of the effect sf my presence in
\& the class, Kim noticeably modified her behaviour. .Besause

she works bsside'Sabrina, Kim had often remarked how easily

Sabrina expressed herself when she talked to me. Kim, by

Y

contrast, felt she did not express herself well. This

‘lesson I found Kim to.be making a noticeable effort to v/

sound Jore articulate’ when she expressed her views ‘to me. w

Day Eleven ~ June 3, 1985°
' Miss Fowler informs the students as they begin their
work that today is the last day to work on this project,

Tmy e

and they must work hard to complete it. Domenique and
- Y

.
oL o :
- ! @ * r"q
,
N ' ' . . r,
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° Norma go out%ide to complete their drawings end are joined

by Louise who had been absent the two previous days. After

1

watching the students in the classroom settle down and
begin working, I follow the three students outside.
Domenlque tells me she is drawing one of the large K\\,,

offlce buildings on top of one of her sky backgrounds.
BN <
The previous.lesson &he spegt drawing on a blahk sheet of f
N .

papef and today Miss Fowler insisted Domenique take one of
her many sky backgrounds on which to/draw. During the sky

painting /stagé Domenique had started a number of authentic
i

¢

looking skies, which had drawn the attention .of both
teacher and other students. Domenique's work today was one
of these pale blue semi-transparent skies with white puffy

clouds. she beglns to sketch the top flve 61P51x floors of

-~

the office building from the basellne of her paper up, SO~
that the building covers the bottom half of the sheet. She
works in wax erayons. Other surrounding buildings will
be included she tells me, but she will" move them to add

?varlq$ym and will know yhen she is’ flnlshed when the work

ty
/\ . . ¢

Working beside’Domenique today is Louise who has
.- ' . [

chosen to draw the méuntain using wax crayons. Her work

looks "full enough".

at this stgoe shows a breviously'painted sky in colors of
blues and purples done with strong brush strokes. She has
ohosen the mountain because ;t~1ooks more “alive" yith its
covering of trees, than theibuildings offered by other

viewsn She will move some buildings to include them in her

o

- e
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mountain view, and is not sure yet how she will know when

the work w%}i be: finished.

Norma works beside Louise and is also drawing\the
mountain on one of her. .sky bac%gipunds. She chose the
mognpain because she thought.i;égégier for her to draw
than buildings that she describes as "full of Qindows".
shé gées not plan to move anything, and will include W

everything she sees in her view of the mountain. :
\ ‘ )

On my‘retﬁrn-to the classroom I tell Miss Fowler that

Y .
. while I was speaking to the students outside it occurred to

me that some férm of framing devié; may help the students
in their efforts to choose and comﬁose. Miss Fowler tells
me she is very intéfésted in the concept, and it is the
students'_abilify to compose that provides the maip topic
of her M.A. thesis pn.which~she is currently working. A,
video camera; she explains,wﬁay b€ an effective tool to
encourage the students' sense of composition, and wé

<

discuss the possibilitées for a few moments.

I.talk to the students while they work! Maria's.work ’
now begins tq look more than half complete, and I ask what |
she is thinking as she paints. She tells me she i; trying
to do buildings, 'but now they look "weird" because they are-
painted red and. purple, but her intention is to keep them
this way because of the effect thé colors have on her work.

I ask éabrina what her thoughts are as she draws a swing
”»

in a park on one side of her picture. She tells me thaté

-, because she is using pastels and they feel a little like v

'. -
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chalk,, it suggests sand to her‘and‘conseéuently she is )
trying to create the effect of sand undef.the sw@ngs;
Because it is raining in her picture, she intends gOymake B
tﬁe sand look "a little mudd?"ﬁ THe idea for‘}he pictﬁre
came to her when she did the dark rainy sky, she then
imagined the buildings outside of scﬁool on top of her sky.
When the day came ﬁo sketch outside she chose the buildin§§

»”

like.éhe ones she had imagined and superimposed them on to-
her ;ky. Gillian tells me she started her center tree.
~ thinking she was doing a picture in §he coﬁntry. gpen Ty
she sketched outside %he added bui}dings behind tﬁe tree
and felt she turned if into a city pictﬁre. Altgough'shek
" lives, and goes to schéol in éhe city, Gillian.telis.me éhe
fived‘ﬁn-the country until she was five years oid and ?{ill
spends part of every summer at her family's country pléce.
It seems the surroundings’outsiae the schooi building .
influenced ﬁerboriginal intention to set the work inﬂtﬁe
country. ‘ . ‘ .

In summary, three main events took place this lesson.
The teacher informed the class tha;”this was the last dé}

to work on this pfoject; three students went outside to.

complete their sketches, while the remainder of the class ¢

¢
»

compleéted their works inside.
. The teacher viewed the idea of adding to a previously

painted sky as being successful in this case. Every

-

_ student ‘produced a work, and all works reached a stage of

completion. To her mind there tas a significant difference
) ’ ’ ' -
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. ¢ between works produced in° this manner, to more traditional

\ -
results where students would have begun with an outside

/

> . skgtcﬁ, and not ended with OWEJZ- -
The students saw advantages to working:in this
. ' manner, and allowed the previously painted sky to suggest

g o . .
things to them when they were outside. They found it

easier to sketch on top of their skies, than they would

have if a blank sheet of paper had been used to start, .

They followed the teacher's understanding of the concept 7

©

of the artistic process. They felt they could easily
s B & .

. move, changé, enlarge, reduce, or otherwise alter the

pudldings sketchedutside to suit their works. When"
I completing their works inside, -they' continued the process . S
"of suggestion and felt -free to change objects and- colors -

to sdg: what they felt their Wworks needed. °

I . - .,

Day Twe:lve - June'5, 1985-‘ - N

3

v

Miss Fowler had dgsplayed 24 students' works on' the

wall prior to the clag entering the room., The students ~

{ .

“enter and take their places on stools so that they have a

-~

,  good view of the displayed work. The oniy éxceptions to: .

. this are Paulina, Norma, and Kathy, who take places on a

: ' table near the back of the room, the farthest position from:

. the;ﬂiiglajed works and the teacher. Paulina continuously
‘ wmisbers_;o Norma while the rest- of the:-class lpof’quiétly !
at the works. The teacher takes her position in front of

the works and begins talking to the class while-shecﬁalks g
. , s
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up and down. She points out works as she talks about thefn,

[} - ¥ ¢ .
She begine by asking if there is ‘anything about the works -
‘\ which strikee anyone, and invites comments. ’ T N
- .
\\\\ . Gillian begine by saying the buildings in Sabrina's. o
. . iy . '

v N L& . ! .
work look transparent, but the overall effect is of rain.

It looks to Mariﬁfglke buildings that yould be seen on
¢ a movie set such:@s "Singing in the Rain". The teacher
— \ = 4 ’ r ) . , Lt

: elicits the term "two~dimension" frem Maria to describe

N I . \ - . v
Sabrina's work. Miss Fowler compares this two-dimensional

. .
a - - *

quality to the thrée-dimensional quatity of Mary's work,

whish shows a road with cars gQihé into the pigture. Mary

tal s ,about her work and explglns she was attempting to

- .

create the effect of a sun settlng behimd the trees which
are seen beyond the road Maria remarks that Mary's work
remlpds her of a parﬁfnear her home. The teacher p01nts

. 5 )

out that very often palnt;ngs help us recall th&ngs we

. have seem or experienced. Miss Fowler invfgis Paulina to
o . speak about her work which depicts a mountain, tyees and !

sky all done in forceful bruehgtrokes, but Paulina responde

-

by stating sﬁe has nothing to say about it. The teacher -

invites others to comment on Paullna s work ‘%frla says

.

"gloomy", Gillian says "wild" because of what she describes

' L ' as a "fire.in the sk&"ﬂ The red in the sky reminds Md{;, .
’N : . A ‘ : - .
3 of a volcano and David of a dragon. The teacher says there
Lo » is a. feeling of aggitation and uneésinese emanatihg from
” !

'Paullna’s palntlng Wthh comes from both the color and the

b ,forceful way the paint—¥s handled..
. i\ ES . '

N ! - ' v
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Miss Fowler points out Mary's work which shows a blue,

f////~) turbulent sea with two red explosion-like objects taking

up most of the foreground and middleground of the picture.

hMiss Fowler compar#s this work by Mary t ﬁ previous one
where similar explosion-like shapes are featured‘in'another\
seascape. Mary explains it "just happened" that way.

The teacher elaborates ‘and explai;; that artists do that,
use éhe same type of imagery from one painting to the

next. Mary agrees. The teacher asks if there are similaf

examples among students who have more than one work .
, o

displayed. Maria indicates that Sabrina's works hqzs

similar skies. Miss Pgwier again compares«this to the -~ . °

ways in which artists work, sometimes explor;ng an idea
qﬁtil it is exhausted.

/éudy}ﬁs asked to comment én her work which shows
§9nt§$y trees resembling palm trees, painted in bright v
colors. The work had begqun as an imaginary lgndBEape,

— : and had evolved to show a numﬁpr of trees;‘colored with
~ pastels, a green mountain in the background and-some
| exotic looking plants‘ahd flowers in the fioreground.’

Judy explains she began with the sky, whigh t;en suggested
the remainder of the work. The trees in the foreground,,
became more importané than the background or sky. The

- teacher points out that thé“asﬁignment had begun with the
background and sky yet Judy'ﬁad re;ersed that, which,fn

this ca;E is relevant and successful because the foreground

néeds to dominate, . . # \\\\\

.. e ' i
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Sabrina is asked to discuss her work and she |
deséribes the stormy sky in .one work as contrasting - '
with the peaceful'skies of her other works. One work
by Sabrina §epicts a aog sled and winter landscape, which ot
was inspired, she exélains, by a boqk she had reqd in . . i

English class. The teacher points,dﬁz a work by Mary who

indicated her painting wa$g also~based on a story she had
. read. Gillianﬁis asked to comment on her work showing a
laage tree with a bgckground of buildingé. She ggscribes
beginning with a sky and sun, the suh thén became*a ' .
, . N

mountain, a little tree turned into a big tree, then the

mountain changed into build;ngs. The tree especially . <
. ,éﬁihged everything, she e;plains; buildihgs from oﬁtside

Qére then added around the tree. ;She concedes it was not
meant to look like anything outsiée of school, she only
used what she found there to cémpléfe her idea: Domenique
is asked to talk about her work wﬂich shows dark trees

4

and a stormy dark sky./ She doésénot like it, she says,

. because the trees to her look "fake", they look too
o -E) straight aZ;\E;iCk’OUt of the ground instead of appearing
v ] \_ . . -

to grow, she explains. The teacher directs the attehtion

of the class to Louise's work which depicis a boat on the

storm tossed sea. Louise is absent today so Miss Fowler,
; . BN
who wanted Louise's comments,. describes the work as being
! > ' Ll
very effective and the kind of work one can make up stories.

about t& describe in words what is visually suggested.
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The teacher .asks thé class,to, tell her what tRey |
experienced when they did these works. She wants'to know
if the experlmental -method was'dlfferent to other ways -
of working, she also wants. to kngw who .in the class had
) painted before, and,whokhad not. Mary says the lastJtime
she painted was last yegr, éﬁe had1been given a topic'by >
another teéchen»ané did nét"havg_much freedom. This year
she felt she was free -fo exferiment which has resulted in o
a lot of“feeling in her work. Kim describes this type
of work as a ‘challenge éémp&red to the‘drawing and color : /////
mixing‘they did last year. She explains she finds it 3ﬁ -
.difficulp’as she ﬁust'ponstantly think about what she is
doing. Using the sky as a starting point as they did in

this topic she found helpful. Gillian agrees with Kim and . “

" explains she was in the .same clags last year and they did

drawiﬁgs the way the teacher instiuqted.’ She félt they '_ ' C '
could not ég them any other way, which resulted in most

of last year's work looking the same. She com@ares last
year's method to the one tﬁey are no% doing and describea

-

the latter as much better because they .do everything ‘

themselv%s in thelr.;wn way. ‘
Miss Fowler points Q t that if they look at th;

results of this lesson the§bwill'fin& no two works are

the same, because only technigque was indicated with the

remai:.der being left up to the students. Maria says she .

feels she has improved a lot this }eat, because in previoun :

years they did not do any "serious"” art, She would not '



¥

119,

have ‘been able to do her storm at sea if she had not

experimented with materials and techniques first. In her:
b' l\
opinion it was the experimentation which allowed her to do

successful work. David remarks that even though the lesson -
e -

-

:is over he is still "seeing things" in his work he had not
previéusly seen. The work is stili.suggesting things to~
him, and he describes wanting to add ‘mountains.beyond the
water~in his wérk. He recounts using crushed pastelé to
achieve a certain‘effect, and Sheila, who worked Aext to.
him, picked up the technique-and used it in ‘.f’work. The
teacher equates this with the hay artists work when they'
learn from one another and use each other's ideas. Gillian
says that to begin with the sky was go\d'for her because

| ﬁhé ngrmally would not have known where\to start, and
acknowledges it was the device that got her started. David
says he felt challengéd b} M;ss Fowler and that hevnoﬁ' EAA
feels there are no ﬁistakes in art. The teacher agrees and

elaborates by saying that in art there are no solutions and

«many different ways of expressing something. I
' !
Now that they have had this experience, Miss Fowler

} - “ ]
- asks, if they were going out to buy a painting, how would
they go about choosing one? She reminds them siep the - p

" last time she asked this question, at the begig ing,of"

T ‘these lessons, they had said things like they would choose

one that "matched ‘the bedroom" or*"ﬁzgchgd the walls".

»
-

Sabrina states she is now more aware of féelings,and she

would be able tolperceive them in a work. The teacher
. o ~ v

~
h ‘
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eﬁaborhtes‘bY'¢xplaining how a work can grow with a person,
and that the more you live with a work the mofe mean{pg'
éanlﬁe seen in it. Maria says she would ghoose a work
fof the maood it projects té her. 'Mafy would choose one
that 1$oks peacefui to her. The teacher asks if they see
much difference between their‘displayedoworks on one wall,
and the reﬁrbductions that have remained on the other wall,
the ones they discussed at the beginning of thé project.

In David's opinion everything seems ,to be moving in their
work, whereas in the feproductions everything appears
stilﬁ, It looks that way Miss Fowler explains, because tle
reproductions depict fairly quiet scenes, and in comparison
their works contain brighter colors. Méria suggests the
works done by the class are works of "young artists", and
more original. Gillian observes that most of the artists
whose work is shown in the reproductions knew what they'
were doing, while she and heA classmates did not, as they
were learning from the experience. Time runs ou;,.tﬁe
class is dismissed. ’

. To summarize, the central event of this last. lesson
was a discussion of the completed students' works,

For the teacher seeing all the yorks displayed, and

hearing the students.speak positively about the experience,

3
reinjorced her belief in the success of the method and

- resul=ns, She thought it a successful lesson. The students

had been open? had conducted their experimentation along

the lines of the artistic process as she understood it; ana

hl
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continuoysly gllowed\fhe“bek to suégest directions to them

at al}/stages. When the stuaeqts compared what they did
] .
with another teacher last year:\to what they did ianiss

' “

Fowler's class, the comparison as another vindication of

her methods. Even the réproductfbns, discussed originally
, ) .

during ‘the first lesson, could be/compared to the students'
works and all agreed the artistic process was the same.
The only difference betweapltﬁe two was that. the st?denﬁsﬂ

/ 1
. works contained livelier anF brighter colors, and tpat they

. had experimented more'than the artists' works represented

by the reproductions. ,
For the students the experience was a success,. ™~

They indicated on many occasions that the ﬁesults would

not have beén the same, nor would they have even known

vhere to begin, had it not been for the sky background

~

device. They allowed the works to suggest new directions

to them throughout the process, even during the last

-

N
discussion, and this was continuouly referred to as the
artistic process. They happily cghpared their work to_

the reproductions originally discussed, and no disagreement

S

\ was voiced when a student described their own works as

those'of young ?rtists. They knew what the artistic
process was, namely, experimentation, %eing open and iyare
of feeling, mood, expression, and suggestion. Realism, as
they understoéd it in the photographic fenéé, was not very

important. No works could be described as realistic, nor

. were they intended to be. The subject matter in their




works was recognlzable for what it was, a

s

a house a house and that seemed to be~enough. Straight

lines and "realistic" effects were not important when

. <
expression, emotion, and suggestion were present,

My purpose in
contextual details
In the description

bullt upon detaids

this ghapter.has been to offer
of the lessons in chronological order.
of the days of the event details were

until comprehensive understanding

and knowledge of the part1c1pants and their activities

unfoldqwf As stated at the beginning of this chapter,

these descriptions

are of an objective nature. The turn

away from objectivity to phenomenology commences with a

discussion of Husserl's phenomenology in chapter 4, the

next chaptef, and continues when chapter 5 is devoted to a

phenomenological ‘analysis of the event.,

current chapter contributes to a dynamic understanding

of the described situation.

as ﬁC;:se which can stand until supplemented by the

phenomenological knowledge containeé in chapters 4 and 5.

¥ *
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ree was a tree,

I hope that this

This' understanding can serve

R A A e




. ‘ " Chapter 4
0 . s &

Edmund Husserl's Phénomenology

I am always struck by the paradoxical nature of
phenomegology.A\Here is a discipline, a philosophy,
the essential nature of which is concrete simpl}city.
The ﬁgEEdox‘bccurs when attempts are made to put this
‘essentially simple philosophy to practical use. 1Instead
of qlear, simp%? application, writers on phenomenology
become bogged down in the most complex abstract and
excessively detailed?explanations, during which it is
- all too easy to losé track of phenomenology's primary
simplicity. ‘
Phenomenology,élways seemed to me to be ideally .suited
to investigations of human interaction, especially of the

-~ -

type with which I am profeésionall§ famillar: -that between

students and teachers in classrooms. What could be more
appropriat&ﬁzhaé to investigate this familiarity through
the phenomenological method, which éséentially comprigés an
attempt to understand fully what is given in experience?
It is not difficult to understand how the simplicity
of\Husserl's phenomenology can be overlook€d. Many
different concepts make up Husserl's phenomenology.
In order to impart an understanding of some basic
phenpmenqlogical terms, writers Bn phenomenology attempt,
to define and clérify the nature of these concepts.' All
.

too- often, however, the initially inquisitive reader tires

- 1230
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trying to follow these tedious detailed attempts at concept-
definition and glarificﬁtion. Instead of leading to an!

uhderstanding‘of basic terminology which: would allow a A
full grasp o; phenomenology's simplicity, these attempts

at boncep£ clarification ofteh bog the reader gown.

The reader can then be forgiven?¥for losing sight of
phénomenology's simplicity and fof becoming mired in the
complexity which results from attempts to communicate lhe
fundamentals of Husserl's conceﬁ&s.

'The problems involved in coming to an understanding.of
Husserl's phenomenology are not limited to understanding
writers on phenomenology, but can be traced back to the
source: Husserl himself. As I see it thexe are three*(
reasons why Husserl is "difficult" to understand. First
theée is'tre problem of Husserl's style of writing. This
is the most commonly acknowledged reason for Husserl being '

_difficult to understand, especially‘ﬁy those who read
Husserl for the first time. Husserl's tendency to write in
great detail, to\vgeF away from and then to return again to
\ points that he is attempting to explain, renders his works
}difficult to follow. This is complicatéd by the fact that
. Husserl's works published in English are translations from
German. .The translators tﬂ;Eselvés often acknowledge -
. difficulties with Husserl's writing. J.N. Findlay, the
’

translator of Logical Investigations reports Husserl's
[ ’

". . . richly redundant gerpentine style . . . agitated me

immensely . . ." (1970, p. 3)}. When I read the results of



attempted to ensure a rigorous method whi¢h had an
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translators' works in English I .can sympathize with them

.
and the formidable tasks they face.

The second reason put forward to explain why a
copprehensive understanding of Husserl is difficult lies

in the actual body of his published worké. These range

from Logicai‘lnvestigations, first published in 1300,.to -

the last work published in his lifetime The Crisis of

European Sciences and Transcendental Phenomenology, in

1936.. If I wefe to read only "early works where Husserl
began to establish phenbﬁenology, a certgin understanding
would be ‘gained. If lateriworks were subsequently studied,
thg unde. standing gained from earlier works would seem
inadequate by comparison. It would seem as though the
"later" Husserl contradicts claims that he mfde earlier.
What may be overlooked is that Husserl's effort was

continuous, and the "early" and "%gter" works should

be viewed as a constant refinement and development of

"

phenomenology. , “

Essentially in\EEE:;Qefinuing returns to "beginnings",
or "introductions", Husserl sought to establish

phenomenology on a solid philesophical foundation. He
“ .

»

N
applicability towards an understanding of human experience.

' The third reason why'I believe a full understanding of
Husserl is éifficult is the fact that while Husserl's works
publishéd in,Eﬁglish are fairly numerous, they represent
only a pértion of his total output. The English-speaking

N -

. . )
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wordd, wher® interest in Husserl's phenomenology has

increased ip recent years, haé essentially ohly a small
percentage of Husserl's pubfﬁshed works upon which to
bgsé an undefstanging. As to tge amount of uﬁpublished‘
ﬁkterigl; Maurice Ndtanson informs us that Husgerl left

. .‘. 45,000 pages of manuscript written in shorthand"

(1973, p. 5)'. Fortunately scholars have access to this
vast quanti?ﬁiof work, and further translations continue
to Re published in the works known as' "Husserliana".

My purpose in this chapter is to present the |
essentials of'Husserl's phenoméﬁology in such a way
tﬂat I avoid difficulty and complexity by concenfrating
‘on the simplicity. I will diséuss those Husserlian
phenomenological concépts which need explanation because
of their applicability to this lnvestigation, which is
g?oundedéin the lived experience of an art teacher and
students in a c}aséroom. By making use of examples, I will
show in the following Ehgpter how these concepts will be
"methodologically applied.

lThe main phenomenological concepts I will concentraté
upon are as follows: the natural staﬁdpoint, the
phenomenological standpoint, the epoché and reduction, .
intentionality, horizon, static and geéetic aspects of
phenomenological analysis and constitution’. One famili;;
with phenomenology may legitimately raise an objection

immediately that these represent only a small number out -

of a long list of'phenomenplogical~concepis. 1Yet, I

* L . ‘ R
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believe e%plicétion off;hese centra& concepts will beo’
adequate to my aim in ghis chapter and thé investigation in
general, which is to avoid complexity and to comﬁunicgte

simplicity. . I could easily fall into the "compléxity trap"
. o=

by launching an aﬁbitious attempt to explain and clarify

~

- all the concepts which compose Husserl's phenomenology.

Instead, I believe I can effectively reveal the simplicity

: . P ' .

of Husserl's phenomenology by concentrating upon these
- ‘ a "

central concepts, by making brief references to related

concepts when necessary, and by exemplifying'how these

concepts ‘may be applied to the art classroom experience.
’ ' 3

The Natural ‘Standpoint

The concept of natural standpoint is known by various

. v

terminologies. It is referred to as, the "natural
. ) - -

attitude", the "unquestioned or accepted everyday world",

or the "unreflective attitude". In Ideas (1958,

pp. 105-106) Husserl describes the thésis 6f the natural

standpoint as reality being‘"out'ghere“ in the "world". No

amount of doubting, Cartesian or otherwise, can change this

N

and no other possibility is permitted. This view of the
natural standpoint can also be described as the accepted
world of "common sense" (Kohdk, 1978, p. 34).

It seems deceptively §imp1e to say that the rooﬁs
and inspiration of phenomenology are found in this
natural standpoint. The natural standpoint sustains and‘

nourishes whatever promise phenomeﬁology.holéﬁ,

-

NN
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Phenomenology as a methodology does not imply ™abstract"

. investigations ‘which have little to do with the ofdinary
world of everyday experience. On the contrary, o
phenomenology cannot be‘ppenomenology without the ordinary, ¢
”mundéne world of common experience or the natural .

jitandpoint serving as its basis.

£ In ongr to shed some light(qn the nature of the__ o
natﬁra; sﬁ%ndpoint, I turﬁ to.the art classroom for an
S example. %hen the teapher iseinteracting with students
>in éhe classrooA, she and they become caught up in the
coﬁtinuously emerging immediaéy of the moment ™ The
demanding nature of-rthe immediacy does not lend itself'to

4 N
a distanced, reflective attitude: nor am I suggestiﬁ§ that

it ought to. The teacher goes about her business,*the N
. students go about theifb; neither aware of the assumptions

% that guide aﬁd shape their fespective behaviburg and

attitudes. This is the world of education. This is the

world which ediicational theorists yritg about, educational

researchers investigate, and curriculum specialists

manipulate. None of thesé groups recognize or even.deem 

important the sedimented assumptions which lie rooted and

unguestioned within this world of the natural stanEpoint,

. for they too belong to this world. 1In contrast to Fhesé

- groﬁps, a Husserlian phenomenological investigator would go
to great lengths to ensure that’this hatﬁrallstandpoint;
and the assumptions imbedded therein, become the primary.

4 . ) .
,/”gﬂ/ focus of an investigation. To do this, two things must g

RS P
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occyr: the natural standpoint must be recbgnized, and the
. - b,

attitude’of the investigator must shift from this natural

-

«
realm to one of a phenomenologlcal nature.

T

-

The Phenomenoicé?kal Standpoiﬁ%

v

T0 overcome thé pervasive familiarity of the natural

’ t > . .
stance, so pervasive one ordinarily is not even aware

of it, a shift in azxitude is necessary. This shift
entails a change in attitude from the natural to the (
' ,phenomenologlcal The pﬁenomenological aftitude should be

thought of in terms of.an awareness of experlence, rather

. » .

than the'way experience ;§\a stralghtforward affalr in thegy/

natural world, where the experiencer is rarely aware of 4

experience.

¢ 4
To return to the example of classroom interaction, can

A}
, f P

the students maké a shift to the phenomenological attitude .
’
while engaged in the art exper1ence° The immediate answer

Uthat comes to mlnd is "no". The reason being that there 15

1] much gblng on in the’ classroom, the importance of the

- moment "now" 1is contlnuously replaced by anothen equally

\ vy

\ . in@ortant "now". Phere seems to be no way tob“escape" the

all encompassing present experience, no way to make a

<

= ' "shift" to a phenomenologlcal dttitude. Yet, upon further S

) S

’ . reflectlon, I realize the clé&%room experience is not

) always an overwhelmlng frenzy of activity. Small oases of

private, quiet, contemplative moments .occur among students,

especially in ah art class when a painting exercise is »
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under way. Students paint, stop, consider, think, then

paint again.' I am not suggesting moments of contemplation

3

\ . :
do not occur in.the natural attitude. But by analyzing the

1

periods of contemplation which can occur during a painting

acZﬁ;iﬁy; an investigating phenomenologist may discover a

situation which'lepds itself to pbenomenological”inquiry.
It is here ‘that an investigating"ﬁhenomenologist'cén
obsgrve when a studént temporarily becomes unaware of
the surroundiﬁé activity, considers the moment past,
anticipates the moments to céme, and briefly becoﬁeg
aware df the experience of painting. This experience

@

percolates with complexity, with almost overwhelming visual
possibilities, and a hosf of fother details which' make the
act‘of painting such a unique, human aé¢tivity. 5uring
these acts of contemplation, a brief shift in attifudq may
take place during which all other interests and concerns
beéome temporariiy suspended. By observing, cﬁupled with
questioning after the event, the phenomenologist can
discover if the student pad_become avare of the experienéga
of pa;nting and moved ephemerally  from the natural to thq
phenomenokpgical attitude. I

fhis heiéhtened awareness, which Husserl refers to as
a "vocational époché" (1970, pp. 135-137), is essentially a
type of epoché which can occur during engaging activities,
and is not necessarily restricted to art activities,
However, I feel that art and phenomeﬁologicgl activities

, 3\ ~ :
can be compared, and especially during a vocational epoché

!

o
" e
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there is a striking’similarity betwéen the two. On this
point Frltz Kaufmann states: . ’
As an exploration of the hidden depths of feellng in’
which life.and the world are orlglnally related,,art
bears comparison with phenomenology as convertlng the
»  natural attitude toward the experienced world into the
transcendental attitude toward one's expérienc;‘of the
world. (1968, p. 189) *
I~ )
Both in phenomenology and art, concerns which

inhabit the natural attitude are temporarily suspended

" while engaged in the task at hand. In both cases attitudes

are similar and comparable in that the gglivity is all

encompaésing, suspending. for a time all other concerns and

activities. They are also similar in that ‘both the artist

.and phenomenologist focus more on an awareness of one's-own
’ »

experience, rather ‘than in the natural attitude where the
focus tends to be directed towards an experience of the

world.

The teacher may experlence a 51m11ar 51tuatlon during
T

4

moments of contemplation, eipec1a11y when viewing &he
i

emerglng palntlngs, and when considering what adv1Fe to *\\;/;~

offer a student. qhat»the teachexn and %tudents have in

common is that whenever a shift in attitude occurs it tends

\'A

' to occur spontaneously. I .am not suggesting the teacher‘

or students ére'phenomenologists, nor am I suggesting

that they make use of phenomenglogical devices., I am

suggesting that at certain moﬁents-during classroom

PR - . . LY




the experiencer can become aware of the experience being -

'is adopted in order that the natural attitude may be

, is: The:basis for all phenomenological knowledge and
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activity a shift in attitude may take place, during which

lived through. However, I must emphasize that it is only

the phenoﬁenological inquirer Qﬁo deliberately and self
coﬁsg}ously’shifts to the phenoménological attitude by

suspending the natugal,oqe. For the inquirer is awaré of ,'
both attitudes angd realizes the phenomenological attitude
subjected to radical pﬁenomenologf&ai scrutiny. In fact,
it is only the phenomenological inquirer who can become
adare of the natural attitude fof what‘it is. For everyone

else--that is non-phenomenologists--the natural attitude is

the common sense world of. everyday experiepFe;and, as such,

t
.

rarely becomes the subject of, doubt or inquir§ for its own

-4

sake. Put another way,. the phenomenologiEa1 attitude
» , v

allows the natural attitude to be recognized for what it

inguiry. The phenomenological - investigator is also aware

of what needs to occur if the phenomenological attitude is

’

to be consciously adopted, namely, deeliberatg Shspension
of the natural attitude brought about by a phenomenological

epoché and' reguctien. .

Phenomenological Epoché and Reduction

The epoché is a suspension of the belief that’
pervades the ‘world of the natural attitude. It is

the most important first step in the formation ofjthe

N ‘ o



Pl *

[

- 133,

| : phenomenological attitude,_for it serves to bring - A

the "natural" aspect of the natural attitude into clear .

focus. ‘The reduction allows the shift in‘atfitude to the.

phenomenological realm, after the -epoché effectively

‘

°

suspends belief. It is in this suspension of belief —

&' . where the well-known phenomenological term "btackgting”

originates. Belief can be thought of as bracketed wpﬁn

a phenomenologist shifts ff&q the natural to the b

¢

phenomenological standpoint. This effort is éccurately‘J/

described by Eugene Fink (1981) as a "tension" between

\ . . 7 .
5 ) . the "natural sense" understanding of the natural attitude

. RS
apd the "neutralization" of this domain which takes place

fg}l ing an epo&hé (p. 66). It would be a mistake to
4‘, understand the epoché and reduction as a methodélogicai
device Whiéh allowg the phenomenéiégist to "leave" the "y
ngtural sténdpoint anq enter another realm. The epoché-
and reduction, ho&evéé, do allow the phenomenologist's
view and attitude to chahgé, whichliﬁ turn enablgs the
invest;gator to make the‘haiural standpointké subjéct for
phenOmenologi;al ingpiry. ‘ -

If an& phenomenological concept generates a high
degree of misunders;anding it is the epoché and reduction.
Even the terminology of the concept becomés problemaéic.
On various occasions Husserl discusses the epoché and
reduction separately (1970), or both together (1958),’of

bracketihg in connection*w‘ one or' the other (195%).

For the most part, however, wheneyer Husserl discusses :

+

—
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‘~the epoché or reduction, all the various features which
'belong, or are part of'the concept, tend to be implicit
within the discussibn. A philosopher such as Herbert
Spiegelberg (1973), identifies’ various reductions and
distinguishes améné them. Philip Bossert (1974) tends to
see the epoché aﬁd reduction as part of the same ' )
methodological operation. Richard Zaher (1970) identifies
éontroversies concerning the number of reductions, where
six or more are seen as necegsary. E.G. Ballard (1972)
cautions that certain forms of eéoché can be seen as
abstractions rather than as suspensiong.
\
The epoché is such a critical me@hodgiogical device
‘that it has engendered much discussioh and interpretation
in the literature. By %y efforts here I hope I can'avoid
misinterpretation as i attempt to convey Husserl's intent
* with regard to the epoché as I understand it, aim
to show through examples, not 6n1y what the epoche and
reduction are, but also some results of their application.
I will first clarify why I am usipg the terms

»epoéhé and reduction as opposed to either term alone. - ,
Like.Boséert (1974), 1 see the two as separate yet
linked components of one methodical operation. This

= . : . .
interpretation seems to be in keeping with Husserl's use

of epoché in both Cartesian Meditations and fhe Crisis of

European Sciences and Transcendental Phenomeﬁgloqx, where

"withhblding of jngment""or "suspension of belief” is the

main sense of theiterm epoché, and the reduction refers Fo
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va "change of attitude™ or a "shift in standpoint”". Bossert

\

links the two and his interpretation of Husserl is near to

my own,. where the epoché seems to be the method by which
the reduction is carried out. ’

;‘ When an epoché is performed what is the ;esult? What
has Husserl said about this aspect of phenomenology?
Indeed, what has Husserl indicated about tgg maig thrust

. and purpose of his pﬂenomenology? Husserl woﬁld admonish ‘
"Zuriick zu den Sachen". Mohanty (1970) translates this és
"Back to the facts" (p. 92). Spiegelberg (1975) interprets
the slogan as "To the th}ﬂgs" (p. 58). Both agree that ,
the call is to explore thg "Things themselves". A sharp
idistinction should be made ffoﬁ the Kantian concept of
"things—in-thems?lves", which are inaccessible both to-
phenomenological as well as objective or scientific
kNOwledée (Husserl, 1970, p. 95). To have access to

L4

Aﬂ,}fhese things themselves the phenomenologlst faces a

- methodologlcal paradox. He must first adopt an attltude
of naivety, and secondly transcend it, to suspend belief. »/
in order to focus on the structures involved in believing..

It is a paradox which, because it defies resolution, must

be accepted, which then provides a key to understanding

phenomenological methodology. The phenomenologist not only
need not accept the inherent beliefs of the unreflective
atiitude, but at the same time he need not reject them.

. As Mohanty puﬁs it,i:His job is to tell the tale" (1970,

! - .
p. 102). Here is the crux of understanding both "the

. )
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things themselves" and phenomenological methodology.
A naivety, coupled/with a ?uspension, can produce a
description of the giveriness of things.\ These things
themselves become clarified through an adoption 'of a najve
stance, or, viewing the situation as it is:presented, As a
thing iéself without exterior references. Following .the

suspggsion 'c1>f all previous knowledge-an uunderstanding and
deébription of the confronted event can emerge. The things
thémselves, in this case the art educational experience,
can then be described in a phenomenological manner. Any
hinderances in any form whatsoever be they ontological

or epistemological presuppositions in the fqQrm of prior

knowledge, opinions, wvalues or beliefs no longer apply.

. The phencmenological description, the "tale", is allowed to

‘emerge.

Qherefore the, purposa of thé phenomenological epoché,
neigction, and'the bracketing properties which result from
their application is to break free from the natural
attitude and a}L of the taken-for-granted assumptions
associated therein. Husserl does\ﬁot 9oubt the existence
og eélity of tHe world, nor-does he seek to explain it.
During the epoché and rgduction the world exists as a
correrate'or experience. Husserl wants to understand,
not necessariiy explain, this relationship‘ﬁetween the
"world” and one's experience of that world. Husserl

refers to "appearances" or "phenomena" as inherent in

phenomfiflogical understanding. ' If the word "experience”

i
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is substituted for these terms a clearer comprehension of
»

Husserl's intent/would result. For phenomenology is an
experientiallylgrounded investigation of experience.
By returning to the classroom experience I offer

the following example of an epoché, reduction, and some

properties of bracketing. As a phenomenological inquirer
I am in the classroom observing as the lesson gets under

*

way. The teacher begins to introduce the topic of sky as

t

an experimentai form of painting exercise, the students
listen. For future reference I am tape-recording what
is said as well as writing descriptions of the uﬁfolding_
activity. First of all I deliberétely perform an epoché
by suspending all prior knowledge of this teacher, these

‘

students and,_as much as possible, vny familiarity with

»
» -

other art classroom interactioné. As detailed in the

N6';;§Iious chapter, this prior knowledge consists of the
cumulation of my various experiences, not only with the
‘papticipantsﬁ but alsoc with the §etting, and othei similar
environments with whiéh I am familiar. I have "known" th%
teacher in a profeséignal capacity forkg number of years
and over time I have built up mbre knowledge of her, and
shared more experiences with her, :;an I have of the
students whom I had not met until the outset of this
inquirf. I have experienced a number of art learning
environments, both similar and disqﬁmilar to the present
one, and hold opinions about sudh environments, such as

what measures are needed to improve them. I now set aside

*
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these memories and this knowledge as I begin to concentrate
only upon this interaction as I gxperience it. ,ghis
constitutes the functiSn of ,the epoché. )

The reduction in this example is simply a device I
invoke which may enable me to reach an understanding of
the activity taking place before me. I have "reduced"
the classroom activity to only my present experience of
the interactions among these participants. The‘epoché
suspends my previous knowledge‘of this and related
classroom interactions. The reduction enables me to *
experience fully these interactions at this particular "
time, free from the constréints that prior knowle?de
.places upon me. As I become caught up in thé flow of’
the interactions, I make an attempt to understand this s
experience from the participants' viewpoint.
) The bracketing that occurs here is connected to the
epoché. 1Indeed, it is very difficult to even conceive
of these terms separately and it becomes clear where
ove;lapp@ng occurs. The epoché has "suspended" a
.particular kind of objgc@ivg knéwledge. This knowledge
is held in abeyancé, in ”braékets".- I db not refer to
this knowleage in order to experience the interactions
Before me, - If I did refer to priof objective knowledge the <
reéuiting description would be ‘diminished from a‘’
phenorienological perspective. I would not be ‘able to
attend to the experience itself fully and completely.
.Instead of trying to understand thé experienée, I would :
¢
“~

| -
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be try;ﬁg to explain it. This attempt at explanation may

not even be a conscious one. However, prior objective

ALY
knowledge embedded as it i€ in the'ﬁ§tural standpoint,

carries along with it a host of unexplored natural
<

stanépoint assumptions, which inevitably would have
an influence upon my understanding of the classroom \

experience. Bracketing these assumptions and knowledge .

allows a phenomenological understanding of the experiénce

' to UnfOId. N . ‘I &8 .

AT Y
L Lo S i AL S S N

. By means of the epoché I gain access to the
field of subjectivity. An investigaﬁion of this ﬁieia
from the phenomenological standpoint 'can reveal to me
pheomenological understanding, which is how prior beliefs
and valyes eﬁﬁer into the sense of what I immediately
experience. . ‘ ’ ‘

It is appropriate at this point for mé’to ciarify_
natural standpoint subjectivity'énd.contrast it to the
type of subjectivity which follows an epoch&, which is
transcendental s%pjeciivity. Certain features characterize
subjeétivity\within the natural standpoint or naturalized
subjectivity,-i.e., naturaliétic. relativistic,
idiosyncratic, mental and private. 1In the fgguced state
these naturalistic term§ do not apply. Following'an époché

the standpoint becomes transcendental, where no gap,exists

beween transcendental subjectivity and intersubjectivity.

N
’

Transcendental subjectivity is my subjectivity in the

reduced state, devoid of raturalistic references, and
- . * ‘

’

8




PR T T T T
DA
] .

.

_~ 140,

<

intersubjectivity can be understood as my understanding of -

" another's subjectivity from this same state. Perhaps I can

. can.use my knowfedge of my own experienée to interpret

best explain this in the following’ example which is from ' '

the particular perspective of the phenomenological

attitude. ° S ’ 3
. . t\ B

As an inquirer in the-art classroom,, i.e., a.human
being who is.capable of being aware, I am aware of the
interactions between students and teacher.’'’ These are P
particular students and a particular teacher here at
this moment in time sharing this experience. Yet, I cah
transcend'my awaréness, i.e.» I can become aware that I am. ¢ -

aware, In this attitude I am aware of my awareness. I

have the cap;city to grasp my lived exp€rience. This is

the transcendental attitude, and:although it 'is part of

my experiénce, iﬁs structure, (Husserl would say "necessary :

structure"), can be applied to someone other than I. 1

the experience of the participants in the classroomn.
When a s%udent applies paint with a water saturated T
brush and achieves a wash-like effect, her experience
is like my experience when I do the 'same thing. While
our intentions in regard to what we are painting may be .
entirely different, the experieﬁce of applyiﬁg a thin wash
)

is siructurally the ésame". I am capable of understanding

the student's experience because, in principle, that .

.

' experience has the same necessary structure as my.own.

It is in this way that tréﬁscendeﬁtal subjectivity can be
‘ \ i . ‘ v, "

N -
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transcandental intersubjegfivity. I do not have to "break

away" from the former to reach the latier:' The two belong

/ AN

* . in the same realm.

Assuming that theihatural standpoint, the ® :
s » ’b , ) A -
phenomenological attitude, transcendental

o

intersubjectivity, and the pivotal concept of epoché and
‘ .
i _ reduction have been clarified, an appropriate question

|

might be: How is experience viewed, now that the epqché
and reduction have beén performed? The answer simply
stated is that a new field now unfolds, namely, experience

{

viewed as intentional. . .

\\<

4

b Ihtentionality

. { . : . .
Husserl conceived of consciousness as intentional.

Intentionality, first outlined by Brentano--once Husserl's
= ) .

teacher--holds that all consciousness is consciousness of

y some intended object, phenomena or state of affairs.

L 3

Brentano, however, did not have the same understanding of

. the possibilities of intentionality as Husserl. Brentano
made a distingt division between phenomena of the mind
(ideas) and phenomena outside the mind (physical objects).

7 s - . . - !
\ But, as Spiegelberg points out, Brentano's diiscovery of the

- congept of inténtiénaiity became the basis fér all future
«phenaménological anélxsis (1971, p. 41)+ !

- As Husserl diyelOped it, intentionality is inexo:abiy
inked to”éonsc%ousnegs; to intend an object is to be

conscious of that object and vice versa. "Every conscious

¢ s hd '
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~with Husserlis meaning of a necéssary relationship.)

0 ; 142. ‘ ¥
process is,=dh itself consciousness of such and such,
regardless of what the rightful actuality-status of‘this . @?

‘objective such~-and-such may be . . ." (Husserl, 1960,

‘p. 33).

~

Brentano's narrow definition of intentionality,
wherein objects of the mind are differéntiated.fro; objects™
of the world, was expanded by Husserl to inglude all |
actualities and potentialities of consciousness. Hussefl
(1960) uses external perception as one example. We are . ‘
conscious of an objéct; the cqnsciousness is intenpiohal,
indicating this object iq dghscéoushesé is not something'

which comes to consciousness from the outside; rather the y

‘Sbjecf in consciousness is—4 result of one's intentional

3

>

* activities. Furthermore, there are different l)vels to

this perception ranging from the "genuinely perceived" ‘ ’

: >
to the "also meant" and "not yet perceived but only

a~ I
-»

anticipated” (p. 44).
In English the ‘term ;intentiénaiity" tends to mean
"done on purpose". As Erazim Kohadk (1978) notes, Husserl's

meaning of the ;erg‘is ". . . solely and précisely being
necefsarily related to.an object" (p; 61). Intentionality ‘ ol
th;n is a necéésafy ratﬁer tﬁan a purposeful relationship.
(one is re@inded again'of‘soﬁé of the difficulties |
assbciated'§ith reading Husserl in.English. It requires

some effort to replace the English meaning of intentional \ v

. . -
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Eéfqre‘l embark on an exemple which positions and
clarifies the concept of intentionality within the

context of the classroom.experience, I offer Don Ihdeﬁ?
' /

characterization of the concept. 'Ihde sees intentionality

as ". . . precisely that structUremmd precisely that

LY

feature of experience overall, which make possible the way

. *
' phenomena can and do appear. . . . Intentionality is the
directional shape of experience (1979, p. 41).

It 1s common to see the link between intentionality

and consc1ousness) and it may be easy to overlook its
i . »
RO - connection with experience. What I hope is clear, thus .

‘far, is that there cannot be the phenomenologlcal concept :

+bf intentionality without consciousness dnd without that LN
"..consciousness being.experientially bound. Itshould note,
~";1'1oweverh, that much of consciousness is—not manifeet to me B
“f“right now" in my immediacy. Consciousness--that present
‘pongbing stream of which I am "now" aware--is only ‘the tif
of the 1ceberg, and like an iceberg coeiilousness 1ncludef
much more than the relatively narrow range of my awareness

. ) ‘at any 'one particular moment. It is here, that the essence ‘ .

82

of'phenomenology can be understood, where the foous is

upon consciousness and experience and an attempt.made to
L Rl = : ‘

' ’ understand them fully. The following example is intended

-

e to clarify. the concept of intentionality.

IR e ' ) :

v R After a few days of experimental painting on the theme |
.’ ' N - «
- . R | -9

" ) of sky, the teacher has colfected the students' work gne’ ‘
: . . /_‘ * >’ ’ ) . !
e ' * from each student) all of which are now displayed on the
XY N .t - \

R \ —— I '
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'wall. After entering the room, ghe students see their
displayed works and choose suizable positions in order
that they haye a clear view of the diéplay. There is
considerable interest in thd works. Up té thi; point the
students have not seen a display of their 6§n work from ‘
these lessons. For the most part, the works show areas
of color applied in such a way so that the resQlts look
like tr‘bspareht cloud formations; some include lines wpiph

o -

could be horizons and masses which could be land or water.

Now, with the concept of \ntentionality in mind

from the students' pemsgective,

8 °

and passively gazé“af the display.

ey do not just sit .

he students are not

mirror-like passive reflectors-who somehow are affected by
; :

. external objects, in thi% case, the paintings on the wall.
This is not the way consciousness or intent;ona}ity

functiong. Rather, the students actively perceive the

£

works-and attempt to view them as fileaningful. Some, if '’

not most, .of.the paintings can quite honestly be described

N BN

- - L ] I3 ‘-
as daubs of paint on paper. The students in their active
viewing? of the works reconstguct these daubs as meaningful.

The daubs have in fact no meaning, until the meaning is

< T

perceived and understood by the viewer. This can be
described as "seeing"' in phenomenological terminology. 1If

there were no viewers, ti‘;e paintings would be devoid of
N

meaning. ' ) o
- W

One’student sees a human head in a ¢loud formation,

-Excite§ by her discovery, she lets the teacher and the rest
. ) A : e

ye

)
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of the class know what she ‘has seen. From that point
. onwardithe oéheristudents m;#e ap overwhelming and almost '

palpable effort to see the head in the work. "When they do,
théy seem sétisfied they, are abie to.shére another's
discovery. In terms of intentionality they had taken an - Co /
area of a. painting to mean a cloud. When an unsuspected
alternativé had been suggested, they had gone back to the -
paintfpg and reinterpreted their ‘original meaning. This
seems to indicate one example of the multip}e aspects of
meaning. (PaintiAgé or~art works ih‘general seem to be
particularly suited to these multiple interpretations.)

These meanings arise in the context of the students'™
e ~ s . .
4 . .
activity of viewing the paintings. The significance of ,

)

intentionality is not only that the students understand the

paintings as meaningful, but how this understanding comes

L3

about with;n the context of experience.

~ . .
Hussg§l'introduces the terms nogsis and noema as

components within the si?ucture of intentionality. With

the inﬁfbduction of these terms and Husserl's ﬁighly

complex and teéhnica; explanatiogs Sf them, a first-time .
reader of Husserl may be forgiven for.féeling somewhat - .

" perplexed, and being tempted togive up on Husserl. Yet I

believe the terms can be readily explained and their

I ’ )
function within the general concept easily grasped. Kohak

(1978) uses the example of "act" and "fact". Simply L4 .
stated, the noesis is thes act of ,experiencing and the noema

the fact of that/experience.
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/

- .
In the art class a student “is painting. is act of -

painting as experienced by the studeng is the noesis or
" the noetic phase of the painti %/efggfience. It is this

-

experiential qualit? of‘paintiqé with its richness, -
variety, and challénge*to the student/artist that gives
unique meaning to the painting'experienbe. The resulting
fact of the experience, tﬁe completed painting; acts as an
ideal objectivity (Husserl would say "irreal")® which is
the noema or the noematic phagse of the painting experience.
The noema here isethe painting as external ev&éence of
conscious inti?éﬁonality represented by the fact Fhat is
‘actually present in experience. Qply the persorn who
conceived, lived through, i.e.,_é;périenced, the developing
painting can view the compléted work and recallxtheugoetic
. aspects ofithe eiﬁerience, while simulfaneouglf being aware
of the noematic aspect of the painting as an object. “The
painting éepresgnts the resulting and completed object of
the intentional act, and as such is cont;néent upon the
experience that constitutes it. The néesis éndinoema are
correlatéi;aspects, yet representative of two polarities,
_withf; the *‘totality of experience. t

|

Husserl indicates that while I can 6ondéivg of and
‘discqss'these tw% sides qf consciousness separaéely, they
form a synthesis within éxperience and belopg toéesggr
,_}nsen;iabiy (Husserl, 1966, pp. 39-41).~ Just §s there are

‘separate elements of a painting to which-I can direct my

attention-—this clduq-liké formation hexge, that transparent

/‘“

28
-
s
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area there sﬁgéestive of great depth, ﬁese are details‘éf.
a work--they are ;iways\part of the'ugﬁky of the total
paintinga‘ I can direct my attention to the details bgt 1
am always co;aware of the whole work. ‘And wvice versa, when
I direct my attention to the”totélity of the work, I am

co-aware of the details. Husserl characterizes this as the

. streaming or flowing nature of intentional consciousness.
Horizon . !

-

Alcomponent I would like to position within -

the structure of ‘intentionality is that of the horizon or

“ \.
fringe as Husserl sometimes calls it.. Husserl emphasizes

the point that objeéts or experiences can only be viewed .
as situated within a horizon, and that this horizon has

. . f
special prppérties:

Y ~ ~

-The process taking place in an original intuition is

always already saturated with anticipation; there is’

. \\‘
given by intuition - precisely because every object is ™

‘ always zjfe cointended apperceptively than actuatly is

5:
not a thing isolated in itself but is always already
.

: ' an object in its horizon of typical familiarity and

precognizance. But this horizon is constantly in

R motion; with every new step of intuitive apprehension,

_pew'dglineatiops of the object result, more precise
. determinations and corrections of what was

anticipated. ‘No apprehension is merely momentary

N ™ ' . N
and ephemeral. (Husserl, 1973, p. 122)
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Before going on, I must point out Kohlk's sensible
warning about the English meaning of the word "intuition".

To equate "intuition®™ as used by Husserl with "guessing" or
"having a feeling" about something would be inappropriaée
and misleading (Kohak, 1978, p. 159). In his use of the
word "intuition" Husserl means to convey more rather than
less clafity. (Again, it is one of those difficulties
which arise when attempting to understand Husserl's
phenomenology thfough an English translagion). ' (b

Let me now pogilion the horizon within the context of
the art classroom, or more precisely use the experience of
the art classrxoom as a horizon. During these lessons the
teac@sr's stated aim is to ‘have the students experimenb?
use color in a trangparent manner, and epd up with
paintings on the theme, "sky". Ostensibly the students
would learn something aboﬁl the nature of experimentation,
about transparent color- usage, and pay closer attention to
skies. Thesé could be called the main elements or goals
of the lessons or the experience, and if looked at from a
phenomenological perspective can constitute a hsrizgn in
which the e#perience unfolds. The horizon can be thought
of as acting as a férm of perimeter within whith the
experience evolves. In this case the teacher has decided
on tﬁc horizon or perimeter of the lessons in terms of -the
chosen subject‘métter and method. -

There are multiple aspects to the feature of the .

horizon, aspects which intertwine and overlap each other
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within the context of the lessons., The classroom itseif is
aubhysical horizorr of spéce, the time in which the lessons
take plaFe is a temporal horizon. Even the words spoken
dufing the lessons consE}tute a horizon of la;guage through
which the experience is viewed. The important point to
understand is that the experience in the classroom, yhen
lookea at from the phenomenological perspective, must be
vieweq with the concept of horizon in m@nd. So, from

this viewpoint, it would be absurd to speak of the art

experience itself without being aware of the multiple

aspects of horizon into which this experience js set.

Static and Genetic Aépects of Phenomeno ogical Analysis

Before &xplaining the final phenomenological
concept in thls chapter, I would }ike to clarify two
aspects of phenémenological analyéis which are
v sometimes misunderstood: "static" and "genetic". All “
vnvestigations, including those into the art classroom
experience, necessaril§ begin at the.level of static
(sometimés called "eidetic") analysis. This indicates

"

an*exploration and phenomenological description of the

A contents of consciousness and is a direct and faithful
account of the noematic features of an experience. It
is this preliminary stage, the level of static analysis,
that is fairly.eésy to grasp and implement. Donn Welton

describes this level as one which beginé with our
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descriptions of what is given directly in experience, /
before any form of epoché or :eduction (1983, p. 167).

, ?penomenological inveséigaﬁions that remain at the
'level of static analysis typically describe actions,
events, and“environments. Conciusions may be formeéd at

{
this level based upon these descriptions. But these

conclusions would not clarify nor account for problems

which may be raised. Investigations afEEhe level of static-

analysis are always incomplete on their own, for they are
incapable of disclosing all tﬁg relevant horizons inherent
‘within a particular experience, especially the sedimented
horizons associated with the past. It is at the lg;el of

genetic analysis that inquiries can be made into the
: )

history, origins and developmental influences of present
3] N

experience. Husserl characterizes this as genetic inquiry

into noetic-noematic multiplicities (Husserl, 1960,

L%

9gx\xalysis, attempt

to discover how the present conteﬁgs of consciousnes$

pp. 76-77, 1969, pp. 246, 250, 314-319).

Inquiries at the level of genetic

came about. In other words, the historical, cultural,
.and social combinations which contribute to the structure
of present experience. Husserl maintaing that what\we
cqnsider to be idiosyncratic thinking and actions c;;
be probed by thé method of genetic analysis to reveal
historical, cultural, socigz, and temporal influences.
While the static level of analysis investigatqs'ind
~describes individual features of expgriencé, the genetic

N .

-y
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level probes the layers concealed and stratified within the
- identity of that experience, their "history", the sense and

meaning of how they came to be as th%y are., Husserl holds

s

that, not only is all this available to consciousness, but

that pgénomenology is the appropriate method by which we

can approach an uqderstanding of events of experience.

!

Constitution

->

A discussion of meaning and how it comes about

within the context of experience introduces the
phenomenological‘concept of constitﬁtion. How does Husseri
see experieace constituted as meaningfulzJ The answer to
_this was briefly exemplified'yhen the students viewed their
displayed paintings on the classroom wall. If,there were
‘'no studenfs to view the paintingsixthere would be no
meaning constituted. The paintings in isolation'have no
meaning without an experiencing subject. 1In this example
one could say that the painEings already "mean" a gréat
dealyto the students who, after all, created these works.
But this "meaning" w?uld-tend to be of a "mundane" variety,
one associated with the natural standpoint or natural
éétitude. In this attitude .the paintings mean an eventual
grade from the teacher, they mean certain instructions were
f;llowed or not followed, and so on. But this is not
Husserl's understanding of constitution, or certainly not
"his complete understanding. For a paintiﬁg to "mean"

N
something to a student in ‘terms of.a grade is one thing,
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for that student to constitute meaning while experiehcing
the painting is something else, - - ‘ é

,- I objectively describedl;hese paintingsrin a certain
way "daubs of color on paper"; that is objectively what
they are, but not subjectively what they mean. To g?rive
at the condition in\which a painting has meaning,_ an
experiencing subject is required. That subject fér that
group of students in this case), through the expgrience

of viewing the paintings, generates meaning. The students

see or understand the shapes and colors as clouds, sky,

land, water, or even a human head complete with details.

»
|

They are not just listing what is "thére". Through their.

eonscious experienqe they are constituting the works . 0 0

as intelligible, as meaning somethiné to thém. IndeéGZ

when the studeﬁ?s view the paintings, not only d?/the

works take on meaning, but the whole experience of ‘ .

experimentation through which the works were created

begins to make "sense" and begins to acquire meaning.

As it functions wiﬁh%n the experience, the constitution.

of meaning is not limited to the paintings which resﬁltea\
' ]

from the experimental experience, but extends to the

whole process of experimentation as well as to the wider‘y/

L]

.experience of the lessons of which the experimental aspect

‘ kW,
was an integral component. The process that enables a

constitution of meaning permeates the whole-experience and
is not limited only to certain sections. When the students

view theﬁpaintiJgs, perceive déubs.of paint, and understand
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them to be representative of clouds, for éxample, they not
only see the shapes in the works as meaninéful, they begin
to understand the whole experieﬂce of experimentation as
having a meaniﬁé'and purpose. Through this éxperience of
experimentatiBn they have arrived at possib@lities in their
works which probably wbuld have béen difficult to arrive at
through any other process. They begin to understand’the

. - : g
"sense" of experimentation, the possibilities and pramise
6f the method: they begin to understand its meaning.
Essehtially this i§ what Husserl means by the concept of

Iy 4 .
constitution. .

Evidence

The concept is essentially a flexible one, capable of
béing questioned and revised, utilized in'phenomenological
’;iAQestigations which éttéﬁpf to come to an uqderstanding of

experiential knowledge of truths. Hussérl.insisted that if
phenomenology were to be a true scientific form of
philosoply, it must have 5 principle of evidence as an
“indi%bensgﬁie component within a rigorous methodology.o
Haviﬁg nothing to do with "feelings" or “iﬁtuitions" of

truth which are somehow revealed tonexceptionally

insightful individuals, or knowledge based on unfounded

'opinion; rather, evidence should be conceived as an act

of synthesis within experience whereby what is intended
.is fulfille® and coincides with what is meant. It is

a distinctive mode of coqsfiousness in which stages of -
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_understanding and knowledge aré brought to fulfillment
' through experience;“ Husserl conceived this perfofmanCe

. of evidence- as a fundamental law of intentionality (1969,

<

N

Co p. 160).
- ' A
' All intentional acts can be apQ;aised with respect to
thei; évidence. Unfulfilled or deflected intentions resulf
in'a lack of ewidence. The discussion on intentionality
earlier in this chaéter emphasized the necessary father ’
than the purposeful character of that concept; Given this
understanding, evidence can be vﬂewed &s a:"fundamepta1,
law® which operates intrinsically within a nec;ssary
. (intentional).structdre of consciousness. That an
*. individual can tome éo "know" and "understand" objects
or events of experiencé can be verified through evidence.
As the certainty of kno@ing.and clarit§ of understanding"
« increases within an experience, so too does tHe probability
of the establishment of eviéence.
The perfofmance of evidence in the phenomenological.

attitude is loosely analagous to verification on an

empirical level, where evidence is necessarily objective,

cestable, repeatable and accepted by others. 1In the
phenomenological attitude, Husserl wanted to emphasize

- the structure of what was intended within a particular kind

\

experienéial,situation. When there is a correlation
between the act of gonsc%ousness and the intended object

within a given experience, intentions are filled and

/2

]

’
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evigence'results. Where there is no correlation,

. . intentions remain empty and therefore devoid of‘evidence.

El}sabeth Stroker. emphasizes that Husserl's
phenomenology ig'dbncerned not oniy ", . . with the
intentional correlation-between the act of consciousness
and the object, but essentially and abo§; all with the
objects. in the manner of their givenness and with the
relevant modes pﬁicqnsciousneés" (1982, p. 116).
Throughout this inq;iry, and especially during the analysis
stage (chapter 5), it is the “wéy ﬁhings are given; within’
consciousness which is of primary concern. 1In other words,
it is the way in which the students come to an
understandin; of the ﬁeaning of their participation in the
gxperiencé, and 66t'only with that understanding.

Husserl refers to “clarification" in this regard.
He states: "Making c¢lear is always almode.of‘making |
evident . . ." (1960f‘p. 59). Evidénce is the procesgz’

© -

of bringing into clear focus the meaning bestowing

elemeﬁts_of a particular experience. Making "clear" and

"clarification" are particularly appropriéte descriptions
by which the performance of evidence .may be understood.

t

And especially if the clarifying characteristics are

directed toward those elements present in all experience

which are laden with meaning. Within a given experiencé,
if there is clear understanding of those elements of
experience which bestow meaning, then intentions become

filled throﬁgh that understanding and evidence results.

[y
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In the example to follow I make use of Robert ) ) .

]

4Sokolowski's (1974, pb. 18-19) explanations of conditions

in experience under which intentioms remain empty or become

4

- Y
filled. For a student in the.art classroom trying new

©

techniques and methods in an attempt to produce an image

‘

of a sky, the notion of experimentation moves from being

. -
a vague apprehension to become "clarified" through the

e
x

,experience. of trying to produce the sky image. Intentiopns

become-%ilﬁed as the students experience for themselves

- 4

experimenting with paint, as they employ satubated
techniques to achieve a sky-like effect, as they try one

' 7
teachnique after another and begin to come to a realization
about what the teacher had meant by experimentation during

-

earlier discussions. \\v/,ﬁ\__,///

\T%elr teacher's meaning becomes phenomenologxcally

-,

clarlfled, understood and conflrmed against their own
.

experience of experimental image production. If, however,

7

intentions remain empty during the experiehce, if there is
. (ﬁo synthesis bégaeen Qhevgtriving fo¥ -a sky‘image“and the
result of thatlstqiving—-the image itsélf——then, there is
« no uﬁderstanding éf\ KE meaning of experimentation, ﬁeithen
is there any phenom nological clarification, and . - K
consequently no‘gviéence; | | |
In the discussion above, the continuous and flexibliﬂ?
gyaracter of the concept may not 'be apparent as the ° e
performance of evidence more cIosély qualifies; ratheé tban

fixes or determines an object or events of experience. It
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Q(H{J.sserl? 1969, p. 156).

empty intentions became filled.

s V;r. "":f:*a')ig‘ﬁ
t 7
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could be deceptive to consider evidence etEEmined or

v

comﬁlete when unearthed. Huss€rl cautions about the -

bossibility of the deception of evidence, ‘and that even
LN . . .

apodictic evidence (a form of evidence which excludes

+

doubt) -can be overruled by the evidence‘of experience
However, if apodict;c evidence is
overruled, it must be overruled by more evidence of an

apodictic nature. BAll evidence, when unearthed is not .

-y

complete in itself, but can always be returned to in

h?

further effortg directed towards completion and perfection.

\7hat phenomenology contalns these "return agaln“ features

emphasizes something of 1ts flexibility. An evidence
' hY
previous%y regarded as completed can be modified or “even

St .

discarded in light of new experiences and new ewidences.

gheaexample of evidence arising from the olassroom

experiences, should, not be classified‘as‘complete at éné

stage at which:it|was unearthed, or when the students) . .
More precdsely, it should

be classified as "true for now", with a dec¥éion as .to its

final status reserved pending further experiences and .

further possiEle évidenoce.

*

This type of evidence has not

yet reached the stage of adequacy. as: 1t retalns the
“\‘.” ‘. ~

L]

' poss1b111ty of containing additional unfulflﬁ}ed

\

2 - R Ltoe

%

intentions.

-

.:.}
<4
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Differentiation of evidence

a

Adequate and apodictic are not synonymous terms &ﬁich
descg?be similar types of évidence. They can bé'c:ggared,
but should be‘distihguished from ohe another. Aéequate

‘;"(refers to otherwise complete evidencé, that which stgﬁds
the test of tiﬁe, negation and doubt. Apodictic, while
reﬁerring to an egclusion of any doubt, and impossibility °
of being other than it is, occurs in evidence that is ‘as
yet inadequate, is seen as a stage on th? way to
perfection, énd is always felative to a horizon (Husserl,
1960, pp. 14-16. Landgrebe, 1970, pp. 267-268). stroker
insi%htfqlly distinguisﬁés between evidencg which i§

~ :

A

. . . apodictic, but inadequate . . ." (1982, p. 133, P

A1)

this writer's emphasis.) . - '
. *
. ., v
Apodicity then, is a stage of evidence on the way tg
5, adequacy, the latter term corresponding with perfection

(Husserl, 1960, p. 15). Aé§duate evidence and its e

¥

correléte truth are held to Ef‘an ideé dying at infinity .

79')’\, ,
A .

'seq example to

(Husserl, 1960, p. 62 and 1969, pp. 277

In order for the evidence in the disc

v N

‘reach .the stage of adequacy, all empty intentions must be

filled.. The example of a student's understanding moving oo

oy \

,fromlbeing a vague apprehension to become "clarified"

-

through the actual doing of the experimenﬁal experience . 4
-

P .
. demonstrates the first stage of fulfillment, #ith the

status -of adequécy°or éruth being left open until (or in ' -
/ .
case) further evidence Surfaces. ‘ i

~ o
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1\ i
Adequate evidence is the result of an experiential

prodess where what is intended (the noesis)”becomes fully

and completely conflrmed in the 1ntentlona1 object (the

noema). In other words, adequate ev1dence results when all

<

the intentions become filled and all the meaning bestowing

<

elemenbs become understood within the contexg,of a

particular experience. Moreover, evidence is relative to a

_given context or horizon.
1

LAY
v

The temporal element is one'aspect of horizon in whiéh
the students function. Their. past experiences of art
clasérpoms, of ﬁainting, of‘memories'of skies, of producing
skies, or even of attempting experiments, make up a geneeic

formulation of past relhtive experience. e aspect -of °

Miture protentions of- what they are about to do in the

.Eurrept project, vague or even distinct apprehensions of

)

- 3
N ¢ ‘ .
techniques they observed their teacher demonstrate, how

the§ envision .their skies evolving, all contribute to an_,

aspect of horizon into which the current experience

N : 4 ‘

—

evplves. ‘ ‘o . U

2 SN
s

In the example of students experiencing éxperimental
procedures in the classroom, the evidence'although

rudimentary at that stage, is nonethelesé limited and -
. ) ;’ »
relative to the horizons of that exper%ence. As the,

‘

students’ continue with their experihents, and if, through

* experience, they achieve an understanding of the meaning of”

g

experimentation, then thelr noetic 1ntentlons become filled

through their involvement with the noematic object (the

e
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experimental procedure). Under the;e condiﬁiogi,/within
the given‘horizon,,the students understanding of
experimentation and successful image production represents r '
a preliminary stgéeoof evidencé. The ideal of adequacy iﬁq

something towards which the students would aim in

¥ . N : . ] . . ,
subsequent experimental experiences in the,art classroom. -

- . -

evidence: -

David Levin (1970) commeénts on the adequacy 'of C '>
, 1

- The total perfe:g&qg of evidence, designated "truth"
or "true beipg", is-conceibed'in a quite general way
to be an absolute "agreemen£" (conformity) between an

‘empty intention and its fulfilled meaning (the
evidence); there is achieved a complete andvperféct

' "adequatio rei et intellectus", an adequate expérience

’

(Erlebnis) (pp. 34-35)

1 [l

\

\

criticized by Husserl as belonging to the realm of the

The notion ofxabsolute truth or "absolute evidence":is

\ 5
"exact" sciences. These sciences have "falsely
absolutized" truth as they neglect to investigate the
living truth from living experience (1969, p. 270). 1In

other words, absollte truth which can be equated with

absolute perfect evidence are ideals which guide an

investigation, and the.in;erqediate stages of evidence,

while flexible, can stand-runtil sﬁpplemented by a more

*

complete stage.

"
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Examples of Applied Phenomenology’ s

education, aesthetics, phenomenological sociology and

I have discussed some of the main concepts
of Husserl's phenomenology. The phenomenological
method can be applled to investigations in a variety of
fields. Sope of these were d;§cussed in more detajil in
chapter 2. I will give brief examples from four\fields

where phenomenology hae‘been effectively utilized: art

genera% education. For now, these examples serve to
indicate possible aoplications of the concepts outlined
in the foregoing discussion.

Stanley Folsom (1976) is an art teacher wﬁo chose to
investigate his own class of students using Husserlian
ppenomenology. Folsom's research sought tov6522ver and"

understand the intentional structures underlying studenﬂg
A

" activities. While the author admitted the understanding

generated by a phenodenoloéical work may be idiosyncratic,
he held that the inVestigate@ individuals belonged
to universal types. Therefore, ;hrough a study of
individuals, an undefstanding was claimed as being
universel In other words, the study claimed valldlty

?

beyond the studied subjects.
L) '
Donald Kuspit (1974) directed his plhenomenological

inquiry in aesthetics toward an understanding .of artistic
intention. He concluded that there is more to artistic
intention than previously thought, when intention is

+

explored iq a phenomenological manner. Being consciously

‘n

~ iy
3507
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aware of artistic intention implies a greater awareness of .

—

the concepts of fundamentality anfl freedom. These concepts

take on a new meaning wheh viewed}thfsﬁgh artistic

~

intention.
b

Phenomenological sociology seeks to understand the

features of the life-world in social settings. Alfred

Vi Al

Schutz (1964, 1966, 1973) adapted Huss€rl's phenomenolody
and applied it to & life-world level of sociglogical

investigation. Schutz's main efforts were directed

toward the recognition of the mundane world of ordinary

Hdeyperience (the natural stance) and to describe, analyze,

'

and understand the featurés of this sphere. Péter Berger
and Thomas Luckmann (1966) ' applied phenomenological
concepts to the soéial world in order to understand

how shared reéality is socially constructed, George
Psathas (1973) also addresseé\his inquiries toward a
phenomenological undefgtanding of the social world. 2’

Clinton Collins (1974) is an educator who attempted a .

. synthesis between sociology and phenomenclogy. He directed
) .

his inquiries toward an understanding of the multiple

realities (seen from the multiple perspective of the
participants)’ of théllife-world of education.

These cited investigations provide a practiéal
answer to common criticism that phenomenologists discuss
pheﬁomenology but do not gé #t. The criticism is often

valid, as phenomenological literature abounds with esoteric

arguments and discussions regarding phenocmenological

N\
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concepts,eor various forms of phenomenology. I have argued
heré, thgt although a discussion of phenomenological
concepts is ﬁéceséary for the sake of a clear
4 undefstanding, phenomenoiogy iéself has been, and is
;capaﬁie of being, .applied in a variety of fields. The
resul%s of these inquiries can be both viablé and valuable
as aitérnativeslto more traditional modes of inquiry into
human interaction. TR .
I assume this chapter has clarified key concepts of
ﬁusserl's pheﬁomenology. By positioning these concepts
within examples extracted from the classroom experience it

w%s'my intention not only to impart an understanding of \

the concepts, but also to demonstrate how they operate in

situations involving human interaction. 1In chapter 5,
the following chapter, I intend to analyze the events of
the classroom in accordance with éusserl's phenomenology.
I£ was these classroom events which formed the

% ] objective description in chapter 3. Throughout the

phenom@gnological analysis in the. next chapter I will apply

t?ose phenomenological,concepts which formed thi bulk of . .
v the discussion in this current chapter, and upon‘which I ‘

believe an understanding of Husserl's phenomenology in

operation is_based. The foregoing has been, for the most

part, a discussion of Husserl's phenomenology; in what

7 .
follows I cease discussing phenomenology and do it.




Chapter 5

1

. Phenomenological Analysis:

Preliminary Observations

N
Included in phenomenological analysis is an element

of observation which includeS’an'aét of fécussing, Before
en£ering into thé analysis proper, I,shail d&icuss aspects
of this focussing which can kave an influence upon my
perception of objects and events. When I view a student's
painting I first of all widen my focus to "take in" the
Qyole work. I determine for myself the "type" of work, its
subject matter, etc. I will call £his a wide or background.
focus. When?I have establishedrﬁhe nature of the painting,
I then visually explore its detaifs, Iflthe painting
depicts a boat being hurled about on a §€%rmy ocean I focus
upon the boat, the sailors, the huge storm-tossed waves and
the angry gky. I call this a narrow or detailed focus.
When I am focussing on thé details I am not attending tg
the whole painting or the background, and conversely when

I use a wide fécus to view the QhoIe painting, I am not

fully aware of the richness and variety of the detail or

- the core of the work. This seems to be the nature of

vision and perception; that certain items are selected,
and that these items -are seen in rslation to a background.l

This act of focussing is an aspect of my flexible
visual horizon, and has direct parallels with ;he

phenomenological feature of horizon, as well as a e

\‘

%
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phénomenologidal viewing of the objects resulting from the

experience, namely the students' paintings. When I observe

Miss Fowler speaking to the students, my focus has widened
to take in all the class i.e., the students and Miss
Fowler. When a student asks a question my focus narrows,

seemingly automatically, to that student while I attend

to the question being asked. My focus then widens again

{
t

~ to gauge a reaction from other students, then narrows for

Miss Fowler's reply, and so on. Yet, while I am engaged
in narrow focus and concentrating on a detail I am co-

. - { g
aware of general "background" activity, although I am

* . .
not directly attending to that activity. Then, if I

widen my focus to concentrate on the general activity

I am co-aware of details, yet not specifically attending'
to them. An example of a camera comes to mind with ifs
focussing capabilities. Yet unlike a camera, especially
those of the "automatic focus" variety, my fqcussing is
not as autom;tic as I initially believed. When observing
classroom interactions I react to visual and auditory
stimuli. When viewing a painting I allow-the visual arrﬁ;
to "lead" my eye and consequently my 1nt%:e§t This I do
in order to appreciate the creator's s&ﬁll, and understand
the meaning of the painb?ng. Throughout the whole of

the experience this wide and narrow foahgking cgntinues in
one or another form, for I c&nno; do the two things

simultaneously. When I concentrate or ‘focus on one aspect

S
of the lesson's activity, my interpretation of the meaning-
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of that aspect of the activity is determined by my focus.
of cburse my interpretation of any aspect of zhe activity
can change as quickly as my focus. It is theGEUmulation of
wide and narrow focussing upon the activity which builds up
over time to result in my interpretation of the meaning of *
the ‘event. '
Don Ihde (1979) has defined this aspect of vision

Phe;;menologiéaliy as "core—field—horizén". ‘The core

is what I term detail or narrow focus. The‘field is

the background againsp which the core item is always
positioned, or wide focus. ‘Thé’g;;izon is the outer

limit or border or shape of the visual field, the point
at,wﬁich vision actually ceases. This description of

the visual field Ihde classes as a move towards eidectic
‘phé;omenology, towards structures or invarients (1979,

pp. 60-61). The.possibilities of vigion are sha;ed by this
structure of the visual-field. This st{ggéure hag direct
ﬁanallels to experience. When I ém observing the lesson,
my observation;-even experience--is structured alkong the
iines described. I concentrate on a detail or core, which

is set into a field or background, having a limit or

horizon.

One of the diffiiculties in phenomenological inquirf
is that the "horizon", both in the phenomenological
and ordinary meaning of the term,.can appear to recede
_&nfinite%y. It comes down to a guestion of significance,

. .
and a common difficulty which seems to be inherent in
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phenomenological inquiries becomes: ' After an experience
has been deséribed in deta;l, how can I, as a
phenomenological inquirer; determine which details can
be designaged "significant"? Then, compounding thg
aiffiéulty, how can I make any choices upon' which to

concentrate without falling iﬁtB the trap of prior \\
knowledge inflyencing the outcome, or in phenomenological,
language: presuppositions? ‘Put another way, how can I,

remain true to Husserlian intent.and avoid problems‘at both

ends of the spectrum when I inquiré into human experience?

On the one hand I could end up awash in unmiPageable e~

voluminous data, on the other hand I could end up
J

v

verifying my prior knowledée which would be akin to the
preSupposgtéons I hold at the beginning bimfhe.ipquiry
being verified at the end. .

To answer g}esé questions, first I must recognize that
throughout a phenomenological analysis I am constantly -
dealing with levels of significance, and not designating

certain elements significant and others insignificant.

Second, I can overcome the difficulty these questions pose,
yet still reﬁain true to Husserlian intent, by raising a
nuniber of issues which the analysis can address. My% -
purpose in raising these i;sues is two-fold, it will serve
to.shape the inquiry and, at the samg time, avoid the

needless complications which could result from being bogged
down ip an inordinate amount 6f detail. Further, because

’ I am aware that I have selectgd these items to aid the

2%
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direqtion of the inquiry, I can.continue to be vigilant,
perform an epoché, and not allow these concerns to take on

the nature ‘of presuppositions.

The followinglissues I view as gquidelines or signposts

to be addressed in the aralysis when and if they surface.

r

The teacher:is perhaps the most important individual within-

the context of this experiencé., Her words and aéiions,
“both to the class generally- as well”aé to individuals,-
ought to come under close scrutiny: Is she expressing
herself clearly? 1Is what she says to the ®lass ;s a whole
consistent with what she says to students individually?
Are her visual and verbal examples clearly understood by
the students? Do I understand everything she s;ys?‘ Is
there "a pattern of relationship in her interventions,
ekpianagions and examples? Do h;r conversations with‘me.
after the lessor ,sshed any light on her actions and
intentions during the lessons? Can I, as observer,
adequlitely understand her viewpoint? These and 6tper
related questions can be kept ip mind aéilhe analysis
progresées. 2

The analysis ,Jbegins by following the days of thHe

experience, i.e., beginning with Day One and ending with

Day Twelve. However, as certain facets of the experience
surface, I will deviate from the chronological order, and.
trace significant phenomenological feTtureé as they recur

throughout the experience. An actual-’transcript of the
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words spoken by the participants will be used to clarify

certain features,

Noesis-Noema
\

This analysis‘;ould'effectively'begin with the
application'Bf any of the previohsly discussed concepts.
However, I feel it pertinent to begin with ipe concepts
of ﬁoésis and noema, pecause as early as the lnitial,‘q
introductory lesson I began to suspect the teacher's
- intentions in terms of noesis-noema: were dif ferent étom

»

those of the students.
It seemed to me that Miss Fowler with her Eontinuing
“emphasis on process and variety of artistic

\

experimentation, was primarily\poncerned with fgpnnoetic ’
aspects of the lessons to folléw. The process of |
experimentation seémed to be more impontant to her as an
educational aim.than the results of that éxpérimentation,
the students' paintings. -

After a number of lessons during which I observed the
students' exgéfiments, and eépeéially after the first
display and discussion 6??the fesults,lI Eegan td suspect
the students were primarily interested in the noematic
aSpect; of the experience. They seemed t¢ go along with
. the ekperiﬁental procedures, but were primaril interested.
in the results, and interpreting the results o the

experiments.

&

~

. : i
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I begin by concentrating upon the noetic-noematic

-

. aspects of the introductory lesson. During this lesson

Miss Fowler refers to the "artistic process" when -

2 .

'// : course of t

art, works ev

discussing the regfoqucfions. Herpcoﬁments'during the

g -leggon range from feelings, elements of e

ing memories and experiences, symbolism,

=y

to the use of i égination, the~qverall theme shel\returns

%

" “
to is that of the process of art. She emphasized that . ¢

% .
the experience thé;artistAwent through in creating the '
3 » . ’ ¢
kS . .
. ' paintings shown in the reproductions was crucial: to this

\artiétic.process. The actual reproductions are used by
. b

o

Miss Fowler as devices which a115w>}he studepts to come to

an uﬁderstandiqg of the creative process experienced by the
* ‘ * 4 . , -
artists’ ' - :
The fipllowing extract from the .transcript of the first
. ) P
day's interactions indicate the teacher's emphasis on the

artistic ox creative process. The reproduction under . .

discussion is "Questionaple Companions" by W. H. Hansen. .
LY ’
The work, depicts an Amerindian and a cowboy on horseback . »

- ~

Riding from‘jeft to right against a background of a surset. . 3'

Teacher: Is there a painting that gives you a warm ‘

feeling here? (Gesturing‘tq the display). : y oo

Student: - Yes. : SR

Teacher: Which one? o ‘ ' '5
, ) Student:’ That one. © o0 | .o |
Teéche;: What did he do to give you that warm febling? é
’ Stqunt:f . Miss, the sunshine. . ‘ ', - !

e
S
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. Teaohéfﬁ 'HSW does heashowlyou the sun is shinfhg?' R )
Stud‘ent:. :Refjlections, th’ee water, ‘sky, trees.,. )
w, . . .
,Teaoh‘r: c e st',but you.saio'a warm feeling. Wha% oés | , :
- he do.to, §ive you that warm feeling? . C
‘Studenté " Colors, sunsét, -n o v
Teachér:‘ Jhst before the sun isesettith; How.do you:

~tud$ir3='
_fTeether

" b
..31gn1fxpant that~the teache: refers to. what” the artist g

.

.““noematlc elements.

/noetlc—noemétlc.aspect of experlence, I think ;t

» . *

t

“ .
]
o

L

know thati’

o

.

Student:

B

ter). &

The horses'look_tired/igeperal la

Teacher: ' -

-

Qjﬁow do you hotice the sunset or sunrise? .-
f :

¢
s

S « »)‘

-

C%QOrs, shadows.
[

: That's a-good observatlon.

A

<

rd

Ve
-

L XE
In terms of“the phendmenoloélcal concepts ‘of the

t

13

H
g

"

Fi b

. .o

\
to achleVe a certaln effect.’

N

?"" and so on,

.

"
7'

3 I““

"what did he do

4 G

"How does he show you .-
R h
does the palntlnq show”ﬁhuaBeﬁ?use references of this type

A

o rather than "“What’

ﬁ 8

.

are so ﬂ%equent thrOugNout hoth thlS dlscussxon and the

o
Qfer‘references tend to,be'welghted toward the

0

4

1esson 1n general, ldlosyncratlc

-

I belleve it goes be

-
P

phraseology.

-

d01ng, the proceSS“of d01ng art. In phenomenologlcal
Qr\ ,’(4 \\
langhage the teacher s emphaszs is on noetxo §ather t

-

han,

— A
»n

* T

2

~———— .
\
©
- !

I, must polnt ou; that this empha51§ on the noetlc, on .

Y ‘
" {

the part:pf the
1] } kY
stage of the ana1y51s'

acher, becomes apparent only at this!
1

\
2

While I, as phenomenological‘

observer, was 11v1ng through the actual experlence, thlS'

-8




-

P 172

" emphasis was not detected. Of .course, ‘as I write this

account, I have the advantage of ¥eing "outside" the time

of the experience. I am able to look over the data and

A}

"advanceg- a few lessons td\defg:mine if the experience
. .
bears out my noetic-noematic suspicions.
. While the transcribed interactions bear out Miss

Fowler's leaning§ toward the noetic, the pstudents seem

to show primary interest in the noematic aspect$ of the
' . L y RN

experience. I believe the following excerpt corroborates

i

,th{s.‘ During the discussion of,§tudent works on Bay ° ‘\\

Four, followinggtwo lessons of expefimengal painting/
my‘Suspiciohs seem verified. 1In thig instance there have
‘been questions raised about David:s WOIky which while
1ncomp£§$§, shows‘sky, horlzoneés well as beach or land

with some’ Objects 1n the foreground. A student asks;Dava

about thgfﬁéjects. David laughs. Miss Fowler continues

~ - x
‘the questlon. ) ) - B
Teacher: Yes, could you talk about that?
. , .
David: . " At first it was supposed to bé a person under

an umbrella, and thén it turned into a raft
X ‘ .under an umbrella and now its a table under an

umbrella (laughter). .

The objects in question in David's work are still

incompl%gs, but his intentions in creating the objects
|

are clear.' He uses the phrase "fi. \t was supposed to

o~

be . . ." to begin hlS ekplanatron, that’ 1s, he 1ntended

(e o . A}

¢

fthe object to be a certain thlng He was.nog "just

)
¢ ' '
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experimenting”, he was trying to depict an object from the

outset What concerned Dav1d .was—the -noematic rather than
the noetic aspect of the process, «

. Lewnying aside‘the strict cbronological aspects of
tfe lessons, and jumping ahead in time to the lengthy

discussion which took place during the last lesson on
. . © " . -
Day Twelve, further evidence can be found for the noetic-

noematlc d1v151on between teacherii?d studente. The whole

.of this last lessen consisted of Miss Fowl leadinq'a
discudsion on the newly completed studegt ’ rks., I belieye
the following ext;acts from this lesson are consistent with

the noetic-noemetic division, 1In this instance themteacher_

.~

Bsks.e qgestion of Gillian. . -

4 .

Teacher: Did you find it painful, Gillian, whll? you
4 . hY
. 3
were doing this? ' Cod 4
Gillian: Painful? 5
) . e
" Teacher: * pid,you enjoy d01ng that? g
Gillian: Yeah x ) i
Ay \ M .
Teacher: Why? ‘
Gillian: ' Miss, you widl neyver guess what I started off

- ) ‘
. ' with., J st the sky and the sun. Then the ‘sun

? 'tnrned into -a mouhtain; then. a %ﬁttle”tree

turﬂed into .a big tree, then the rest of the

- “e
S

. mountain into bulldlngs, then everythlng Jugt

changed, the whole scenery. ‘;‘ —

i
y

"While Gillian's response coyld be 1nterpreted as . \ ”'i.

L—. a

concerned with both noetic-noematic aspects, process and
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product, tﬂé.te;ch;r's questions are clearly reiated to the
\\noetic or process aspects of the experience. In an other

example in which a student's emphasis is on noematic

aspect#, the teacher asks Ka%hy about some trees inrher

work. ‘ v

~ Teacher: Could you talk a lit}le'bit abou't it? How did"
- : you choose to express the trees here? I saw
R " you doing it§ yoy were twirling around (the
/ brush). Why did you choosé to use that °
| ' ‘gesture? ' ; ' m
Kathy:’ "I don't know becausé . . . I wanted the House

' /. :
to be hidden by the -trees and the grass. I °°

-

didn't know how to do it so I w3s just playing

.around with the brush, ’

i + .

Again the student cledrly was aiming for a certain

a

thing, in this case she wanted a house to be- wiewed through

~

trees and'grass.f Her intentions tended toward the

\  noematic, while the teacher's questions are concerned with

\

. noetic aspects. . . . . \ . |
Miss Fowler's no€tic intentions’ are again clear iﬂ
this next ;xtract: R 3 . ‘ :
j‘Teachér:' Alright, now I\wonldiiikg to hgar from you -
L K people, ; woul& like \you to talk about the
. k * ]

\

experiewou h\gd when you had to do these . ~\\

o paintings, as opposed, ‘let's séy;fio'yqur

- o~ e&perignce with past paintings. Experiments

, you have had.. .~. how d&fferent was this?

N N . -
s ¢ !
[
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After a response Miss FSwler asks a further question: . jF\\\
‘Teacher: And gid you find that the freedom of . ' (
experiméntation helped the ideas tq come \

along?

And again after a student's response:

Teacher: " So they (the ideas) came out as you were doing
zb y them? 1Is that it? : . #
Student: Yeah! " '
o In the same context, Miss fowler’di;éhsses the'laLk of a
v definitive topic, and the impact that. had upon £h¢ gtudepts
. ard their work: : . A
Teacher:y. So you réally had to concentgate, you reéLly -
had to put a lot of thought into what you were .
° ~doing. Th;t t?inkin§, was it forced upon you v
. because you were jusf giveh‘materials; or wis
) ) ' it because ydh didn't have a topic?.
Student: Well, because I.really.didn't know what I
s . wanted, I had to find out. ‘ ]
) Teacher: ™ . But did the fact that I gave you a sky to’ ¥
- ‘ start with help? Was it a start? o
.Student: Yes it was. ‘

; . \ .
Y During this discussion with.the class Miss Fowler
acknowledged that the experimental nature of the lessons

and the limited "sky"@p’pic, was her way of guiding the

class through' the "progess" of discovery; Her primary ;

interest was in the process. The theme "sky" served as an

effective starting point for the students' imaginatgon, -yet"
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did not provide a topic with strong 'imagery. By beginning ¢

experimentation, the students‘experienced noetic aspects
before thei could concern themselves with noematic ones.
Ultimately, however, it was the noematic elements in their
works which ewéntually intrigued the students. once their
experiments generated images, the stédents eséentially

ceased experimentéﬁion, and concentrated upon complétgon of
the i&ag?ry.¢'Phenomenologically, they were immersed in

noetic aspects because of the teacher's emphasis on ' |
experimentation or the process aspect of the groject.

Noematic aspegts ov helmed thé noetic"as soon as images

and tpeir suggestive power aﬁéeared in the student works. K

The noematic aspects of completed images eventually proved

more powerful than the noetic aspects of experimentation.

+ [y

Intentionality and Constitution
<

<

I now return to the discussion which took, place

]

on Day Four and will view the experience through
the pheromenoclogical concgbts of intentionality and
constitution. At this point in tgme, following the

introductory lesson, the students had had two lessons of - -
~ . ' ey

experimental painting. The results of these lessons, twe
paintings per student, Miss Fowler had displayed on one

wall. At the lesson's conclusion on Day Three, Miss Fowﬂer
. A\ ’ ¢ A
Qad indicated to me that she was dissatisfied with the

studgnts' works and the' direction they were taking. ‘'The

\ T . ' - A
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P
way the paintings were evolving at this stage in the

experimental exercise was not what 'she had anticipated.
She thought the students were reluctant to use colors

transparently, and that their works were tending toward:
Y ' v

-~

realism rather than remaining purely experlmental. She
expected the works io be limited only to skies, and instead
the students were tending to add realiétically rendered
imageéﬁof objecfs to their experimental sky beginnings.

' These - observations by Miss Fowler parallel my

*

noetic-noematic phenomenological cebservations. Both our
- £

interpretations of .+he unfolding event seemed to be

cist )

consistent despite our divergent stances and views of the
experience; hers from a mundane or natu;al standpoint
position and mine from a phenomenological one.

Miss Fowler informed me as 70 why she displayed

1
their works and devoted ‘a lesson to a difcussion of the

results thus far., Her intention was to communicate an
.0 W+ %

understanding of experimental painting. The actual
students' experimentations, she reasoned, may suggest to

them possible directions, not only for these, but far

»

future works.

—

I will use extracts from this discussion on Day Four .

\

and view the events through Husserl's understandinb of
the concept of intentionality. In the previous chapter

I discussed intentionality and concluded that Husserl saw ,

it as a necessary rather than a purp?seful }elationship

’ . .
with experience., That is, rather than intentionality N

~
?

2]
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/' meaning something which is done on purpose and therefore

S

=

voluntarily within the context of experience, it is
’ /
somethihgawhich is necessarily related to the nature

?f experience. I have previously described the students

. entering the room and seeing their works displayed

¢}

together as a group for the first time. I described how

\

inteptional}ty was functioning as the udents viewed these.

ngorks. From the first moments the works were seen, the

& \

function of 1rtentlona11ty as a necessity was apparent
A
¢
The students did not simply view the display. and then were

somehow affected by the paintings. Although the works were
far from‘complete, or even fully thought out, the students
necéséa;ily made an effort to understand these emerging
works as megningful. I realize that understanding %he‘
paintinés as @ganingful introduces the_Phenomenological
concept of cénstitu%ion, which I shall discuss below, for
I see it being closely linked to intentionality.

This atteﬁpt to view the wo}gs as%?eaningful took

: , .

place among the students to varying degrees and at
differing levels. It would have ta}en great effort én
the students' pé;t to attempt to view these paintings
@t this stage without the phenomenological_concept of
intentionality being a necessary component of that viewing.
This I have described as if thé student% Sagsixsiy\obserée
the display, and somehow let the paintings affect them.

Imagine for a moment a student looking at an emerging

experimental sky painting and something jhappens whereby the
? .

)
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S
painting affects her. It is as though the painting itself
does the communicating,‘ nd all that can be communicated is
the information or messafe which the work already contains.
' No, this would be impossible, because intentionality would

be denied and the qualities which allow for human

e experience would be negated. 1In fact the structure of

Al ¢

intentionality cannot be suppressed because it is not a
feature of consciousnesg which one d;cid;s to engage or
disengage. It is rather an inherent and necessary
structure of consciousness. In the discussion of the

. following extracts from Day -‘Four I will apply the concept

of intentionality and in so doing provide an analysis of

the event from the perspective of this concept:

Teacher: Domenique, did you notice something about

that, something I 4igd?
p Domenique: Oh! 1It's upside down.

Teacher: Yes, it's upside down. Do you like. it that <

>

. way, better than right‘gide up?
Domenigque: Yes.
Teacher: Why? 1Is it different now? Does it look

different?

r -
\

Domenique: Yes, Miss. .
A‘ }.

Teachér: It looks different, eh? I put“ik upside down.
7 . . This is the way you painted it (turning the
work the other way) and by accident I put the
] | ’ tapes the other way. What's the'differencF?

Domenique: I like it better that way.

-~

);" , ) . ) N [
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Teachér: Wh§ do you like it better?
Domenique: Because everything was goihg upwards, the
other wéy.
Teacher: And now you feel more like it's . . . ?
Domenique: ‘Like you are looking into it.

Domenique's white clouds on a blue background was

‘one of the few works to remain true to the format of’
an experimental sky painting. Miss Fawler had displayed
“the work upside down. Domenique was therefore forced to

re-interpret her own work from another perspective. If the\

-

work haq been displayed as it had been painted, Domenique

-

could just as easily have overlooked her work and v .
concentrated upon other®d in the di:Flay. The new ) ,

»

éqﬁfiguration, coupled with the teacher's gquestions, made
Domenique look anew at her own work. It was as though she

.had to put as much efﬁprt int® re-interpreting her own work

as she had in the other works on display. When I,view
Domenique's action through the concept of.intentionality
ﬁf;isearch for new meaning in her aiready familiar work was

a necessary rather than a voluntary action. Haé~Qomeniqgue -
noticed that her work was different from the way she had

AY

painted it, even without the teacher's questions, she would
have had to interprz% and understand the work anew, With
intentionality being a)necessary component of experience

Domenique had no choice in the matter.,6 The painting on its °

PS

j'qwn:could suggest nothing to her. Intentionality cannot be

discussed in terms of either an object in isolation, or an
L]

4
.
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'

isolated subject. Rather, it is the relationship between

dgkthe subject and the object of attention., In this case,

a

Domenique, the experiencing subject, had to search for new
. 'meaniﬁg;in the new viewing of the obiect, her own painting. wa ’
From the same discussion on bay Four, I will use an
example I have used befores; one where a student sees a head
. in a cloud. 1In this instance Fhe new interpretation&forces

s " everyone, teacher as well as students, to return to their

initial interpretation and re-interpret ic:

» .
: Sabrina: Miss, I see a person in that. one.
Teacher: In here? (indicating the painting3 Where? ‘

; , Point out the person:
N o .
Sabrina: Miss, come here, you can see it. (Sabrina

called Miss Fowler to a point further back in-
the room. When §he teacher had reached

Sabrina's vantage point, Sabrina approached

the painting in question and pointed out the
. ‘feaéur&s of the face, the eyes, nose, hair
etc.) -
Students: ' (in general) Oh yeah! (They all now ?egin to.
'y | recognize the féatures of the face as Sabrina
pointed fhem out.)
T&acher: So those things are all accidental, but the
o fact that we can all stand bacg and 106% at

0 - them . . ... We look+at them from a different:

perspective.
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Sabrina: I'm freaking out. It's so perfect. (the head
5 and features of the face) If you tried to

draw it, you couldn't draw it.

Teacher: No? A lot of these thingé, f%.i had asked you
;o draw them, you probably Qould have been .
very stuck in how to do it. You would have
said, "Oh I can't do this". Sometimes it's by
accident, and we pick.up on these accidents,

you kriow artists are free to do that. ’
These "accidents" to which Miss Fowler refers are
"unexpected and ?erhaps surprizing combinations of elements
- within a painting. The “accidéng§“ are the type‘of result
she hé@ hoped for when the students began ekperi@enting.
The whole experimental sky theme was a device she uysed to
get the students involved in the act of experimeatation,
out of which she. hoped une#pggted angd sdrpr;5j€§P
. combinations would result. The operation of the concept of
intentionality becomes apparent when the studénts attempt
to view these "accidents" as ﬁaving a mganing or suggesting

a direction for continued experimentation. b

)

Not only is intentionality evident in 'this extract .
_ but also the conéept of 'constitution. When" the human head
Qas pointed éut by Sabrina to the teacher and the class,
> FE™wook a few seconds for anyone (incluéing myself) to

re-interpret the cloud as a head. For those few seconds

»

t
s ‘in the class did also. “There

the class was very quist. Then, as I fecognized the
/ﬁ;atures of the head, otheZ
X A

£

¥
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o

" was sudden agreement among the class that ,there was a head

and face in the cloud formatlon.\\‘*\*\\b ’////

W1thout belng aware of it at the time, I reallze as I

write thlS account, I made use of the qore-fleld-horlzon

/

elements of vision and focussing. The cloud was the core

_upon which I focussed. The painting was the field into

which.the core was set.. The horizpn was my co-awareness of
those other paintings in the display which bordered the
painfing in question. VYet this act of writing about the
experience allows me to.view my.initial experience
refliynvely. I am reflecting back upon my viewing of the
painting at the moment before I could'see the cloud as a
headd This teflexlve “iewing makes me ?ﬂ%llze that not
only was I viewing the painting as an observer, I was also

viewing it as an artist When I am involved in the process

of cteatlng a painting, at every stage in that process I

“"read into" the developing work and the visual array can

‘ ’ i P .
suggest a new stage of development or direction to me. °

4

This is a tactic I, or anyone who attemps to'create an art

.

a non-figurative nature.

t J,

If I take this realization, that.I viewéa the painting

as an a}tist, and extend the realization towara the ‘ E’

%

students and their reaction, I suspect they must have done
something similar in order -to see thF cloud as a head.

They must have “read" the work, initially as a cloud, then

7

~later as a head similar to the way-in which  an artist, or
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o N ‘any creator of an art work, would have "read" the work.
, . , %
> When Sabrina pointed out her'new understanding to the “

class, the concept of constltutlon was apparent as she

Ed

allowed others to share not only her undeiftandlng but her -
i v1sxon-as-an-af€;st. Some ,students understood her new .
! . meaning quickly, others took ‘a longer period of time to

achleve he B me understandlng. All ‘who. undergcood the new

)‘

meaning ard nfiguration, at the moment of reallzatlon,

v1sually experlenced the ‘painting in a manner . similar to an

«

artist. i 5

\ This suspicion comes about through the use of- inter- L
. . N R il N *

- subjectsve empathy. I, as phenomenological observer,

3 . . ,

viewed the paintings at the same tfme the studenés and -
teacher viewed them. When'the new configurdtion was
indicated, we all shared in the realization that what

% , was previously abceptec as having one meaning, contained-

-y . .
.~ the possibility of another. Further, the two meanings .

., were equally valid: the clcua could be either a head -
or a cioud. Once visually understepd and experienced, |\
PO
gither conf;guratlon could,be summoned)at will.
. PhenOmenologlcally, what I as well as the teacher ang . k .'5 &
students did was to search for a new conflguratldﬁ an&géb )
meaning in what we.all had previously accepted as clouds.
'As wehali viewed the work and took a ooﬁfiguracion
a . in the paintlng to "mean" a cloud, the concept of |
1ntent10na11ty was a necessary component within the - ,\ -

- ™ ~

w - struc:;fe of our experience. We as subjects, viewed an

*
- 3
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object, of which a particﬁlar part %meagf" a cloud to us.
T . . ~< ,
I have previously noted\that/the object 6& painq;nggcould,
. R : \ \ !

. A
at this Ffége, be described as daubs of color on paper.

How do -we, the students.and myself, ascribe the’peaniny
. " ‘ 7 v)<<
"cloud" to these daubs of color? The answer .lies in our

’ L,
experience of .clouds under a variety of conditions. From

my experience, a certain visual array in the sky'means a
¢ 1
clQud. 1If there are many clouds it can mean sqQmething

. 3
. else, for example "overcast". If the sky is blue, as is’

the case in ;he‘paintiﬁg, and objects of varying degrees of
whiteness andxtransluqency are observed superimposing somé
of the blugness of #he sky, then I conclude the objects-are
clouds. I may check for verificatioﬁ\of‘this cbnclusioh!

If the objects are near the horizon, or near buildings, I
' . i 1 g )

A3
may want to observe them for a few moments to see if they
) ) . 3
‘behave as smoke, steam, or as escaping cond ation may
'-? .

behave under various weather conditions._ If the Bpjébts;do -

not behave as any of the above, I assign a ncloud meaning"

= -

- to them. ' . ! "

’ . ’{)/
I will describe how I view a c18%d from a

Y

phenomenological viewpoint. When I look at a cloud, only
one side appears to me. -Without being consciously aware of
it at‘ the time of viewing I appresent the other side of the

' . . ' .
cloud appearance, I do not for a moment’think that the
A ]

\gloud I see in the sky is a flat two—dlmen51onal object.
o N
It has depth and a back 51de, although both are not v151$le"

as.I 51mp1y look at the cloud at any given moment. But‘as

°
.
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.o I look.I do not debate with myself whether the cloud is €25
flat or contains three-dimensional qualities.' Through the

process of retention, a stored memory of past experience, I

-

o

.o, know clouds have dimensional qualities. These memories of °

N~ .clouds dre many and varied. I have viewed clouds from
‘ above-when traveling by -air. ‘The Jdimensional qualities of . -

an object oécubying space are apparent from such a vantage

~ q
~

.G f -
» 'point. I have alfo viewed clouds at different times of

1)

the day, at sunriée and sunset, when they have deg:eés of

Qk\ﬁwnEOth translucency and apacity,;—and Whig.théir edges and -
7 dimensionality are more. apparent. All thig is stored in- f ’

the memory of past experience. ’ - - )
. . - A\
I also anticipate how the cloud will appear in a\few" '

oy

. . moments, through protention. I protend that its shape will
not only change, but is ever changing. Even as I look at
. it to determine its shape and edéésf it has an ephemeral

\

character and its shape continues to be'amogphous as it E

"either expands or .contracts. ‘és I continue to observe
\the cloud I begin to realize that in order Fo investigate -
its edges I must .somehow "freeze" it. I can accomplish
this by ldok'ng infentlea; it, then clpsing my eyes
and concentrating upon the image which is retained on
. , -
ny retina, then by continuing to concentrate upon the -

after-image into which the primary image dissolves. I find

this after-image appearance still retains distinct edges.

: With continued concentration, I find { can opserve the
shape, size, and edges of the cloud - even keeping my eyés

s
N 3 .
N . ’ o

\\ \ A ‘ 1 e t. ’
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. closed. Of course, I realize thgré are other wayﬁbto hold

onto the image of a cloud, through phqﬁography, or drawing

or péinting, as’'was done by the g&udents. With my eyes now
- .

open, and again through proetenticn, I can anticipate how

the' cloud will appear, in a few moments as I and. the_cloud

move in space. I can also antiéipate how it will appear if

<

the light were to Ehange,fif the sun was obscured by~ it or

o

another cloud. °~ # o s

-

By‘gpking usg of 'the phenomenological term "free

g variation in phantgsy", otherwise known as imagination,

I can search §or\familiar objects in the clouds. Clouds

' e

~offer a fertile suggestive canvas to the lively

imagination, which is why the students were able to see

y <* .

non-cloud featurej/ip the discussed painting. Whatever

/ 1

/

&
I imagine will be related. to my experience, as in the

M"head-in~the-cloud" example. I cannot project into

/ .

the' cloud sométhing beybnd my experience. Of course,
experien@e ineludes imaginative exéerience,/pr phantasy
apﬁearahces which exist only in my imagination. "For these,
as well as what I consider "real" experiences, i.e.,
experiences of the "%undane" world, are all accessible

tbrouggiphenomenblogical investigation. ‘

~ I should indicate that this is a phenomenological

descripticd® of cloud recognition from within my e*perience. . -

In ordinary ."mundane" experience, this described

' recognition takes place almost instantly, and it

occurs within a "flow" offi other experiences. By using
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pbenomenologlcdr methods'I can explof§~someth1ng as ,
taken-for granted as a cloud, and how it takes on meaning ~
within my experience. _

v Something é?ﬁ{lar.happened when I_viewed the o \

~ __painting in'queséion.” Thrcugﬁ a variety_of-chgcké and - -
verifications, few of which I was consciously aware at ﬁhe

time, I concluded the object in question in ‘the painting

v

~meant "cloud" to me. When the new coénfiguration was

suggested, I had to return to the object to which I had .
. <4 .
previously ascribed the "cloud” meaning, .and sedrch’ for the

~
.

newly suggested one. .
While the re-interpretive aspect of this viewiné was s
. , of a voluntary nature, thg sEructure,of the viewing was one |

of necessity. The pa;ticipants, as subjects confronted

with the paintings, necessarily engaged in a.search leading’

-

toward an understanding. The paintings in the display
-could be described as meaningless daubs of color, bdt,the§

could not be understood this way. Through the experiénce'

4 - .
- of viewing ‘the works, ‘the experiencing subjects necessarily

. attempted a search for‘meaning. Everyone viewing the

display, had initially understood the wﬁﬁte brush strokes

- 9 -

on a blue background in the painting under discussion as

¢ 5

clouds. When the new interpretation was indicated, )
>

everyone was forced to return to the work and re-interpret. -
their original understanding. They were confronted with
L their original understanding,.then, taking the new

i suggestion -as a cue, searched for the new one, Once the
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heaé and facial features were recognized, the original

meaning was supplemented by the new one.

3

L within the context of experience thls example chow5‘

quite clearly how the concept of constitution functions in
a specific situation. It aISO“demonstrates something .of

) . . . - . <
the fMuid nature of constitution, where one meaning can !

a

_give way. to another.‘ Nothing had changed in the painting,

f—

the daubs ‘of color and brushstrokes were the same during

" both interpretations. What had changed was the meaning

as interpreted by the viewing subjects.’ With a 1little
concentration the viewer could "change" the section of the
painting from clouds to heaé, and back again to clouds. -
Once both meanings were accepted it became difficult to
hold oniy one of them in mind, as neither the head nor'the

N
ciouds dbminated. Both were plausible and both became part

-of the meaning of the painting, although the student who

painted the work clearly intended the subject matter to be -
cionds and sky. ‘

Although I have'conQEntrated upon individual works. .
and details up to this pointt_a more general aspect of
the experience, the lessons themselves, can be viewed
through-the concepts of intentionality and constitution.
By adopting a perspectine whereby the lessons are seen
through these concepts, light may be shed upon the.meaning
the lessons have to both teacher and students. I assume
the lessons begin with the teacher having a certain
understanding and purpose regarding the direction and /

&~
~ o
1

a
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nature of -subsequent lessons. Throughput'the experience

she éttémpts to communicate her unde;§tanding of the

1

v M ’ -
lessons to.the students, both collectively and
tndﬁvidually': Questions raised earlier regarding
' !

congistency and clarity -may be addressed within this -

N \
context.

o

Within .the general experience, certain aspects of the -
L) v,

1es§ons were answered in terms ¢of process and product, or
noeticénoeﬁétic cbnceptg. It became clear that the teacher
* and students were?viewing the lessons énd the resulting'
paintihgs from different perspectiveé. As observer, I

implicitly understood that the teacher's intentions and

° s

undgrstanding regarding the lessons were set from the
- beginning. As phenomenolégical obgirver I should have
known better, and should have probed the nature of th%s
implicit understanding, or described this presupposition in
phenomenological terms. I rather‘naively assumed sheghad
fully thought out the nature of the project and had some
idea of the direction the lessons would take and what ‘may
result in terms of étudent works. She saw the lessons as
primarily experimental and on the theme of skies; that much
seemed certain to me. What I also assured was that sh® had
a‘'clear idea as to the types of images wﬁich could result
from the lessons; ékies eventually turning into snowstorms,
ralnstorms, sunsets, becoming w1ndblown and so on, It'was
only during the fourth lesson that she{shared her larger
"understanding with the c;agg as” well as myself. yhls

!
AN

“

v’




' became the first clue as to how /shs éﬁvisioned the 7£udent
"works in their final form, or her goal concernlng/fhese

' ’
works. In thls extract’ Mlss Fowler is speaklnq to the_ -

v

class on Day Four, after difcussing the displaye student

.paintings: s ' . /

. A .
Teacher: What do you think we could do next with “these

T

piétﬁ;es? What ao you suggest?
@"“‘6_ Student: ' ~ Add -thi})gs. '
Teggher% .- Add something to thé;? Somet iné quite o
unexéected? or should we' cofitinue with the —
'.ideas that are coﬁing throygh here? :What I
had intended to do was to/take one , . . most‘ '
of you have two . . . a we could sketch
outside, and use one fgr imaginary types of
things. Let accidentf sort of spéakAto us.
Last night when I w&s going home I was on top .
of a hill and I was looking at the sky
directly and what/ you can see are the top of
4 | , ‘~things which is quite inieresﬁiﬁg°. . . you
‘
In this explanation Miss Fowler indicates two possible
directions for the lessons to follow. One, the dﬁaginarf

possibility, she had: shared with the class before during - -

her. introductory talk on Day One; the second direction, 1

. 3
., ~

| where the students: ould sketch outside on top of one or
/ ' more of their skifs, was a new direction for the students

.as well as myse)Yf. 1In terms of the phenomenological

-

>~
[
&
P
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"concept of constitution, the building Up of meaning within
]

the general experience, Miss Fowler may have si@ultaneously

H

considedred these two possible directions, the imaginary and

- the outside sketching, during the first day. However, it
& b '
-— was only at this point in time, near the end of:the fourth
day, that she shared this umderstanding with the students

and myself. It is here the students and I are offered

Ey
N

- another layer of meaning, another directign of Ehe L™ .
experience. What still remained unclear, however, was ' .

which direction out of the two possibilities, the
subsequent lessons would take.

”

Part of the answer came about during the next lesson,

-

~

Miss Fowler renewed her imgetnary direction.. The students

were instructed to develop, from imagination, their

experimental beginnings. Up to and including Day Fivé, .

. . ‘
from the students' perspective, the lessons continued to

mean an experimental imaginary work which began with a sky.

The Turning Point of the Lessons:
The Redirection of the Constitution of Meaning 1

At ‘the conclusion of the lesson on Day Five,

-

. \
Miss Fowier shares her thoughts with me regarding all the

lessons up to this point in time. boe
‘ . Teacher: ‘(toﬁﬁgéelf as researcher) am vef?“ ‘1
‘disébpqinted. They have gone back to | B
; - ‘ stereotypical imageg. They seem to have
;" ' superimposed thoge iﬁages on the experiment. T

N

N {j
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They have tightened up ‘and gone back to what
o "" .

they knew before.

’ o+
From the teacher's perspective, this constitutes the
- '
turning point in the meaning and direction of ‘the lessons.
. ’ I ‘ ’
To her, the future direction of the experience was becoming
- . ]

clarified. 1In terms of phenomenological constitujgion, the

<

~meéning of the experience thus far would be rediredted.

- i
After five lessons .she realized ;he students licked what

she termed "experience in art". she saw this “kaék of

N

experience" as 'hindering their ability to complete the Jr'
works to her satisfaction. As to why ;he works ’
'disappointEd her, she offers this e#planation:

Teacher: (to me) Well, it probably has a lot to do - L
with their experience in art before . . . théy |
have very little experience.in art. Maybe‘if

‘ ‘ w?.did more of this sort of assignment,
eventuaily they will be ablg to create an .
o image . . . . I tan imagine all sérts of -

thingg in these pictures (indicating the

students' works). Why can I see wind bloﬁing
.and a mist, rain, people pushing, trees being
bent? 1Is it because of my experience? 1Is it

because somééne has made me pay attenticnh to

these things when I started to take alt, or
. 3 I

when I was younger? . . . I think our (the

teacher's and researcher's) background in art
- a \

. has made us more conscious of what's(haﬁbening

4

\
\

4
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SN around us. We are more cbnscious of our N
environment. | 10 ’
Here, as Miss Fowler gains insight into the students'
perspective, by sharing her growing insight with me, I
5 * '
attain a deeper understanding of her position. Aer &

discussions with the class, her diE?hsgiggs with individual
students, as well as her reflective obéérvations of their
developing iméges, contribute to her awareness of the
differences between her and'them. She views their emerging
images from the berspective of one who has had a wealth of

experience over a number of years. By tapping into this
9

experience she is able to-see enormous possibilities in

: s > . * . L3 .s
. their works. She can see the possibilities easily; the

>

Any experiencé Miss Fowler has had (for éxample'of
trees wh;eh play an'iméortént role in the images of this
project) has been built up over time. When she is outside
with the students.iooking at the same tree somepéf tﬁem gré
depicting, the meaning the tree has for her is quite ‘
different to t§§ meaning it has for the students.

S Meaning becomes formed and developed through
experience. She has observed, drawn; painted and otherwise
qébicged many trees during past experiences. When she was
a young child, or herself a student ip High School, the
trees she observed and depigféd then had a necessarily
different meaning for heraggan the trees shé'observes her

»
students depicting during this project. Her understanding

™ 2%

#

F
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of the meaning of trees was developing through new

experiences whén she was a studeng, and wds limited to. * .
the relatively few trees (in comparisonitb her knowledge |
of them now) she had observed and depicted a;J child %
and student.. értist;\and students of art ogt;:\z

S .

alk
about gaining an insight and ﬁnderstaﬁding of objects
afﬁer spending time obser&ing and sketching thém; When
obsgerving, dra&ing and consequently thinking about a
tree, a person begins to develop a growing awareness .
and understandiny of trees as organic things. That
person rarely,vie&s.a tree casually again. Whetﬂéf the
tree was sketched in summer or winger, ;ith leaves or
without, its structure, growth patterns, reaching-to-
the-sky- quality, text?re, flexibility, symmetrical or
asymmetrical qharacteristics; in short its meaning ﬁas been
internaliied, better gnderstood and better appreciated than
it wad before. o
When'Miss,Fowler traveled she was keenly.aware of her
surroundings. Shé fold me of trees she had'seen iﬁ .
Georgia, during her travels in the South, the type with
- hanging moss on them, and how she thought they had the
righg "frightening mood" to fit a pagnting Domenique was
doing. Not being famifiar ;ith ;hat type of tree Domenique
did not understand what Miss Fowler meant by trees being
able to convey a frightening mood. A

In documenfing'something of Miss Fowler's range of

experience~ﬁoncerning trees my intention here’'is to show -
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hqw this experience enables her to see and understand

~

obiects of experience in a more meépingful manngr comﬁared—
to the ggnner in which the students 'understand theﬁl
gecaﬁﬁe of this constituted meanin& she necessarily and
qualitatively-views and understands tﬁings diff;;enfly/from

the students It is for this reason she-is able to

visualize a wealth of possible directions in students' work
and becomes disappointed wheR they cannot visualize the’"

samé possibilities, or fully understand jer meaningé and ’

, suggestions. - -
While she is astute enough to realize her wider
-experience enables her to. have a more comprehensive .

=

undérstandiﬁg of the possibilities and meaning in student

©

works, it nontheless does not stop her from being
Q - ¢

disappointed with the students' level of visual awareness. '’ !?

She has not come to terms with their lack of experience in
. Y e L
» ) '
comparison to hers. The constituted meaning which arises

©

., from her accumulated experience necessarily' enables her to

L

ascertain a works contents, determine its limitations and

‘.potentialities, and clearly project into it a variety of

7 -
possible future directions, .

From their perspective, the students are at the
leading edge of their experience. This very exercise, the
experimental painting, is a new experience for them. As
their works develop and images become clarified he

meanings they atgribute to the images in their\works pre-in

the proctess of being formulated. While they draw upon past

4
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experiences during this project, the lived-experience of .

. : N
the project its®lf constitutes an important part of their

experience of viewing and depicting objects. What they are'"
. I : 1 e :
*‘¢ “beginnihg to realize is that nqn-fmaginative objects are

more accurately and authentid?lly represented after they
are experienced.” All the students have met with a degree

of success in their'representationé of skies, for they all

~

\
. - have sedimented memories and experiences of: skies, altfiough

N -
w skies probably have not previously been made the objects of

{ o8 .
attention. that they have-becomé in . this project.

Th™ aim of accurate representation of objects

/ \

R .
in student works other ﬁhaq skies depends upon past -

// experiences of those objects. When the students' ;
IS - Q
v \%‘ ) .
. ) experience of oceans,aboatsﬁ mountains, etc., 'are still in
.9 ’ . .

” the evolutionary stage——iﬁ“bhenomgnolsaical language still
. P .

being constituted within expefience-—their representations .
- } of these objects®will always fall short of the expectations

of others like Miss Fowler who have had previous exﬁerienqg’\g,{

. - . .
of similar objects. She inevitably views their efforts. ¢
. o ‘ . :

from her experienced point of view, and unless the can make

an éffort to understand their emerging awareness, she will

.

5 aIways-bé disappointed with images which do not measure' up
b . \ k ' PN
¢ .to thps& she has internalized through past experiefice.

Because the) students have no experience of an
» 4 .

¢

experimental'method of generating images, it ought not to
o be ggfprising'to Miss Fowler that they are unable ?o :
T ~ - o

.- _ 'complete the works as she thinks they can be completed.

~

°
’
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‘ .Their understanding of the el éhts‘depisted in their
. ¢ , - . A ¥ o ’ Y .
:+ works; rain, wind, storms,” oceans, tre even skies, have

4 been experdenced at a level of awareness and understandinga
. différent from tﬁst_of their teacher. A student from: this

-c%ass & an adolescent the same 'age, outside on a wihdy,

b rainy day ‘tends “not to observe what occurs'during.such’

< ’
occa51ons in the same detached, contemplative manner in

»

. ‘which Miss Fowler clearly.does. It also helps that she has
attempted to.externalize these observations 'in her own art,

for this-gives her an fnsight into the process the students

?

e " are going througn oy

-
4

<

While hav1ng experience with her own art helps in one

- . . way, -it can hindér her understanding of her students in

*anothery, Her own artistic endeavors are experienced from

uy '

the point 'of view*f a-visual sophisticate; a person who is
+  highly attuned to her surroundings. Her disappointmént
' Y ) . .
with the students®' 'works up to this point in the experience

N A

M ! g 3 . 13 U k3
T« reveals that she expects to see similar visual experiences

) . ' . .
. e ech6§d~1n the students' efforts. Wham, in her view, they

b - v ) ,

L} ! ‘ . - .
igplay gross inadequacies, she is perceiving their efforts
s . A

erspectivg. It is only after five hour-long
‘ e
?/ lessons that she says she begins to realize that the v1sual

from her

C/experlence and abilities of the students are vastly

i)

different from her‘own. On Day Slx, she returns to pure

ro- experlmentatlon which, she feels, may be the solution to
- Y . °
enable the students to become more aware o£ possibilities
! - * f, -
> within their work. . ’ {
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This lesson begins with Miss Fowler giving

3§

deménstrat%ons of a variety of tools and techniqued which :
may be used to achiskve desired effects. She embhasizes

different toolé, such as crumpled paper for rock effects, a

flexible piece of cardboard for a éailboat effect, a twig-

. to produce the effect of a t}ee, and so on. The students

\

respond by being attentive and interested during the

»

demonstration. . ~

The following conversation Miss Fowler and I had after

-

‘the lesson on'Day Six provides further insight as to how
she{berceives the experience up to this point:

Teacher: (to researcher) - I'm really insisting_ on the
A
‘ A
artistic process., You just can't take a piece

4 of paper and you create instané&y, there's a
‘lot of trial and\error, there's a lot” of going
back to your work and saying I have to.

o reconsider this, and this, you have to make v

decisions about this. I have to chuck it out,
it's no good er . . . youqknow? ' R

o

ki

v . A

Researcher: So would yoéu you are trying to make these .
/ decisions f£:8::: students? ‘

LS \ —

Teacher: . I almost have to for them; So they reqiize.
Resga;cher: You said yoﬁlwere digappointed b; the ‘

| students' chks'yesterdaf;'cap you elaborate
\\ .on tﬁatzl ,‘ - l.
Teacher:, \ (laughs) I thought about it all night. I

5
-

_thought b@cause I, had given them that

+

&l
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Researcher:

Teacher:

»

Researcher:

Teacher:

fv
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experience earlier in the year 'that €h¢y‘would
remgmber ‘and pick it up really quicklf and I

- 1d p———rre e ——— .
realized that with young students you have to

wrepeat it and repeat it., It just doesn't come

. ¥
instantly. They revert back to what's the

+

safest. 1In order to make it a. habit Qith them

when they are working, it has to be done more

‘than once, ‘I did it with inks and now I'm

1 Vo
doing it with paints. ' "

How long did they spend the previous time on
. \J

thi8 kind of thing?
About a week énd a half.

How iong ago was that? \ .

A month and a half, two months ago. So it's a
matter of repeating it. Sb if we didabollage
en we would have to experimen%ﬂthe same way

using different collage matérials. Everything

 has) to be ... . at that stage I believe it all
e

Researcher:

Teacher:

as to be experimentation.

o you think they understood when you made

that point about the experimentation for the
AN

‘background, theiékfvetcaz Do you thinﬁ\whbn

4

they started to change it into a picture they

reverted back?

I didn't elaborate on that.

H
¥
4

- | I'-

AN ] ‘4)';?;-.3:2;‘:‘ i

“ - '\
: 4
L N

<™ ‘e v T



{' s “ * 201 .
' - ' &

Researcher: Do you think they understood your poifit? " Do
. 2t o ¢ "
you think they are going to understand what o
. Y . -

you are getting at here? .

Teacher: ~ Maybe after they are finished, not now.

Perhaps once they are finished.
Researcher: +So they have to g6 through the exper}ence

first?
Teacher; Yes. o o - -

It seems for Miss Fowler, experihentation and

repetition are the twin key elements the students must
i f .
iexperience in order tb_aﬁderstand what she, is abtemptihg to
teach. Experimentation for her is having and keeping an
open mind and being willing to follo%’visual "accidents"
' and clues. It is beginning withouﬁ a fixed igdea, ;na )
‘allqwing the devélopin% painting itself provide a direction
and evén'suggesé a sﬁbject matter. Repetitionbfor her is .
“the determination and‘persisteWCe'to conti glogg the
same lines so that the desiredr.the exberiZZEi?T, the
uhe&pécted may result. By adopting this attifude she
béiieves'theostudéntg may understand her conception of Eﬁéf"*y‘
'~p}ojéc£. ‘Or, put ahothgr way, that tﬁpy may share in her d

understanding of what experimentation means.

The Students Understanding of \
ancd Reaaction to the New Direction

The next question' needing an answer now becomes: Are
the students able to understand the experience in a similar

manner- to Miss Fowler? The aspect of trial and error . ”,

. r
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within an experiencé seems‘tohbe ag elemenp'fairly easily '
grasped by the students. However; as I have, noted
previéusly;-when images appear in their wérks trial and (
error!are put aside as effort is directed toward completing

. 4
the imagery. Trial and error, or experimentation; seems to

¢

take the students only up to the development of an image,

at which point they-accept their effort and attempt-to

consolidate Eheir imagés.i ' .
Up to tﬁis point the geacher has communicated
conflicting mességes concerning the diggétiop of the
project. The direction-beiné followgd so far is the
experimental one, the other, mentionéd once by Miss Fowler,~ N

is the outside observation sketching direction. For the

moment she has renewed the experimental direction.

o - *

Concerning the students' understanding of the

experienceé, the question could be formulated this way:

-

While much time is devoted yb discussing the students’

N

. works, what is the students' understanding of these

- -

discussions? Generally, one would assume the students

-

understand what is discussed and to a certain extent how
others see and understand their work. This is based upon
ny observation thaﬁ after each diséussion the students
gagerlyﬁresume their paintings with seeming renewed energy

and vigor. It seems the verbal discussion of the images in

Y

‘their wdrks motivates them to continue explorﬁng and

refining these images. ' In this example I will concentrate
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N upon one studen£, David, and his response to alclass
discussion coﬁcerning his work. . . '

Along with other students' work; two paintings by i: K
David were discussed on Day Seven. One of David's
‘'paintings depicted a traditional sﬁy and birds.‘ The other,.

Lo more experimental and upon which thendi5cuséion centers,
has‘a horizontgl blue mas§ in the middle of the work ,and
g;een—blue masses above ané below. The color was applied
wihh‘a roller. After the work was turned upside down, a ———
" number of students began to "see" a varifty of things in
¢ the painting: a subﬁarine, a lake, reflections in water
' -evgn an Indian reseggation andnféepees. The teepees were
Sabrina's observgtioh. .

Following@}his displéy and discussion, I talked to
David in order to better understand his reagtionlﬁo the o .
discussion of his painting.u The following coﬁversation - '
seems to run counﬁer to my stated assumption that the -
students understand discussions of the images in their

>

works:

Researchep: (To David) Wheh you viewed youé work from a
distance, after the class had talked about it,
can you tell‘me what you saw?

David: "1'm sorry to.'say no. |

| Researcher: No? When other people wére té}king about your =
— ‘work couldﬁ't you see what the& said they saw,
when they said the lake ldoked like gomething'h

else?
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+ David: Well, all I saw was maybe little tents.
Researcher: _Little tents, teepees?
David: Yes, that was all T could see, .

Researcher: What are you going to do with it now?
David: I'm probably goin% to form tents, andﬁlike,'

¥
make water here, kKinda.

‘

Researcher: Anything else?

: )
David: Then probably make clouds or something.
Researcher: O.K. We will see how it turns out.

David seemed hesitant during this conversafion, as
though he w;s not sure“how to respond to mf gquestions. He
had picked up on lhe teepee or tent suggestion and told'mg
he did not "see" any of the other visual suggestions:
submarine, lake and reflections in wa%er. Out of the
four sugge%tgong for projection concerning his painting

David was able to "see" only one. David's response must

»

affect my assumptions regarding the stgdeﬂts' understanding

of these discussions about their work. When visual

suggestions were made concerning projected variations

and alternatives in certain paintings, I assumed because

I "saw" these variations, the students did also. I - //
/

v

ha& simply assumed that the communicated meanings were’
understood by all. What my conversation with.David reveals
. is that I continue to hold assumptions regarding various
levels of student understanding, despite mf e@férts to tﬁé
contréry, A deceptively simple piece of pheﬂomenological

evidence surfaces here, specifically: Despite seemingly

/ ~
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'%animoﬁs agreeﬁent among students when a visual'éugéestion
//Zor projection is made regarding a work, not all students
) "see" or understand the suggestion in the same way. This

/// is just one way the students' perception and understanding

/ of the event differs from mine as well as the teacher's.

The &éacher's Interactions with Individual Students

//’Q*NQ\Q‘ . Thus far I have concentrated upon the teacher's

\

/ interaction with the class. What of her interactions with
individuals?* While I would expect some differences,
perhaps a more personél tone when talking to an indiwvidual

than when addressing the class, I can be on the lookout for

1 ~

consistency. During these exchanges during which the
students have more opportunity to respond to the teacher on

an individual level, can. these responses reveal

, - « t
significances regarding their views and understanding of

-

the experience?

Yo

In the following example the teacher is talking to-
. ,/ Domenique at the béginhing of the lésson on Day Eight.
D7menique's painting at thi§\ftage shows an effective
moody, grey, éloudy sky, with a few small trees shown on
an area of land at the bottom. The sky'domihatés the
work._JMiss Fowler points out-to Domenique one of the
reproductions on the wall, Kirchener's "Forest with Brook",
. which éhowé a brook, large trees in the foreground behind

which is a dark forbidding looking forest.,  The teacher
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talks about mood and how the trees loominé large in the .

foreground create a teeling of closeness: ‘ .

Teacher: If you wanted to give‘a scary,.eerie\feeling r@@&a
in your painting, how.codld you do it using A
; basically the same idea as Kirchener did?l \
J What would you do, what's miséing in your
picture?
Domenique: Morevtreés.‘
Teaqﬁer: Same size of trees?
Domenique: No, smaller (trees'. ' 0*
Teacher: Smaller trees? : \
Domenique:  No, bigger trees.’ . -
.. There is certaiﬁly more scope for individual response
during these conversations. In this case UbﬁenﬂqUe reveéls ﬁé
_éomething which is not obvious during more general clag% | (”\

discussions: a willingness to accommodate the teacher's

suggestions. In phenomenological terms Domenigue is not

‘attemptiing to share in a communication of meaning about her

work. Neither is she simply being open to the teacher's
suggestions. Domenfﬁﬁé is. either unable to articulate
a response, genuinely}dées not know how her work could . ,
be changed, or she seems overly willing to acquiesce
to any-suggestion the teacher may make. All of these
possibilities remain plausfble. |

From the teacher's viewpoint,'she is being quite
consistent with her general discussioné with ‘the class as a

whole. In this case her suggestions are tailor-made for
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the individual and possible dfrﬁction of the work. It is
similar to the kind of suggestedldirectioﬂ she uses in
Jgroup dfscﬁssions. During theseiindividual éxchanges,
however, there is more opporgﬁnity_to judge the student's
., response, more. scope whereby sugéestions.ﬁéy be modified
to fit the student's work. In this conversation with
. ﬁomgnigue, Miss Fowler expands hei chommendation of
foreground trees, yet leaves it up to Domenique whether
or not she makes use of théladvice.‘
In phenomenological terms Miss Fow}gr offers her
interpretatiqp of constituted meaning, based upon her
visual and'pefsonal experience. She has seen a variety o§
treeé and forests,; as well as many artists' interpretations
through % myriad of artistic mediums, of how these trees
and forests may be dgpiqted. She is attuneq to how an
. artis£ may do this, what kind of ﬁhiéking, vision and skill
this requires, and in this conversation attempts to share
this experience and knowleage with Domenique; This is a
& ' i small example of what Miss Fowler endeavors to’ accomplish
. . throughout these lessons; namely, to share her knowledge
and experience of art, artists and artistic methods with
the stﬁdents so they ma; beginrto'experience this knowledge.
expansion for themselves. Generally, during these .+
individual conversations, Miss Fowler is being quite™

consistent in her discussions and instructions as she ) -

., is in her discussions with the class as a whole.

3

.
T
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“~~

|
| A ° 3
7 ) -( In another conversation with an individual student

| on Day Eight, Susan, in this case, the teacher's views'

- ‘ {rregérding‘the students' lack of experience hindering their JB
! development of images is reinforced. Susan's painting at
‘ this stage depicts a pale blue sky, a darker blue sea with
a number of sailboats which Miss Fowler says look rigid and
too upright. :
Teacher: Is it calm here; or is it windy?k\;ﬁése are !
o . igﬁilboats I a;suﬁe. 7
Susan: Yes. / N /
4 Teacher:. . In qrderjéo sail do yéu neéd wind? | Can you
/ o, saii/yithout wind?
/ Susan: I've never been sailing. ) '
| Teachef; habe you been to the gceaﬁ?
! Susan: No. )
g Te§che£: You've never seen sthe ocean in your life? |, A
(LauépsT/IYoﬁ caﬁ'p relate to this if you have .
, neveriﬁeen to the ocean. Is'this how yé
_ virﬁagine J'it’ is? ‘
Susan: . 'Yes. (Laughs)m Well, I'Qeiseen picturesﬂof it.
S Teacher: 4 You've seen piétures? 0.K. . ) /
This conversation with Susan sﬁppqrts Miss Fowler's
view thdt it is the students' lack of experience which
’ hinders their visual and artistic development. It is this
° view, more than any other Miss Fowler repeats to me# »

following the students' departure at the end of the class.

As she views their efforts, or in this case talks to Susan,
N ‘
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she becomes convinced that this lack of experience is the

.
most important factor to overcome if the students are to

»

. ,
eXperiencéf&isual devadopment, She sees txis experimental
> L] <

eiéréise as one of the necessary steps" the students need to

go through in order to overcome this lack of experience and.'_

awarenéss. Thus;3in her view, this experimental experience
K’ :

\ o .

. -v‘f("”' “r y . ‘
becomes an 1mporg%g§-and necessary component needed to

broaden the studehts' general awareness and artistic

aqr

) ‘developmenf.

.

: .+ : :
The Outside Sketching Segment.of the Lessons

]

On Day Seven Miss Fow;er shares a thought wit“*me

regarding the final-direction of the experiencé.

Teacher:, (To researcher) This could go on foreyer and
ever. .H will pave to put an end to it|bécause.

° 'it seems like it's an ongoing experience and
we may never end up wiéL a painting. They
<£the students) may endAup wiéh an experience,
however.
{E/this f recognize echoes of the earlier
process-product discussion. Miss Fowler remains quite
consistent. The solution to the problem becomes apparent

. 2 .
on Day Nine when the students are instructed to go outside

o

and sketch buildings on top of one of their sky -
experiments. In the frenzy of activity which follows the
directions to go oudtside and sketch, I see a new element

encroaching upon the experience, one of a kinetic nature.

-

ey,
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Thus far, the students have been restricted to the physicai‘
classroom for eight lessons.~ They are n::rfree to move
outside into the brightnesg and warmth of the “spring

sunshine. The act of gathering a suitable background, a
- .
drawing board and variety of materials adds a new level of

. ' 2
bodily movement unseen up to.this point. Of course

students moved around during previous lessons, but it was a

.movement restricted to the classroom, and often cohflned to
a partlcular stool ard desk within the room. Now somethlng

new is happening. Mqvements are quicker and there is an

airs of urgency and excitement about them. Lea%;ng the
relatively dark" school and enteringefhe bright, breezy,

L]
noisy outdoors adds new spatial elements to the experience.

Out51de the school building the students not only move

around, they must move arouhd in order to find a suitable

subject to superimpose on to one of their .skies.' ‘There are

no stools or desks outside, the students continue to move -
around. in order to find something upon which to lean or sit
#hile they sketch. -

This outside environment is, ofncourse, famitiar to
the students, but not as part of an art:class and not in <:
this particular way where it provides subjeet matter for
their work. They enter this familiar outside school
environment and bring with them equally famlllar aims,
but aims usually associated with the inside of school.

They have probably Est condidered these two envlronments

together in quite the same way before. The interior.

' \

Fa . .
. .

I3

oy

‘.
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of school is usually reserved for school concerns,

i

% . /

thd school door is. usually where these inside conce
\ - N
end. Beingjgutside of school in the morning, at re

.lunchtime, or at the ehd of the school day means di

things to the students at different times. The two

-

environments tend to be separate, each imbued with

meaning. - The outside of school is visually searche

’

inspected in order that part of it may become integ

with a pressing inside 'school concern: the complet
) .

an art assignment -

Descrlbed phenomenologlcally, the&klnetlc natu
the students activity might take the ‘following for

shall use first person singular, present tense, in

convgw something of the immediacy of- the event-as-1

211,

-and
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cess,

fferent

its own
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v The students and I are outside. All the experiences

of the recent lessons are fresh in my mind. The working

1

and re-working of tﬁe‘experiment, the students being and

[}

remaining open to visual suggestions and the accumulation

C. ' AL
of a-nupber of experlmental beginnings. Now, here

Y

outsidek

. A
fl bulldlng everything 1ooks and feels different.

Somehow} the students sound brlghter and fresher in the

sunlight. Movements are different to classroom movements.

'As we all leave the classroom and come outside, movements

seem energetic and enthusiastic as thé students begin to

,
search for something suitable to sketch. Yet upon.

-

closer

observathn, I reallze this initial bustle of actlvity is

11nked to the act of leaV1ng the school building.

&

“Ohce the

-
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>
“1mmed§5py of the bright, breezy outside world ‘becomes

L ~

A apparent, the initial frenzy ofﬁmovement gives way to what

seems like serious visual examlnatlon. Each student 1ooks

L]

e from Houses, to }rees, to large buildings, to the street
‘ - T

itself in an effort to select appropriate imagery for their
sky background. . # ‘ . Ce
W With squeals and shrieks' two students sit -on steps

»

-lwhich lead to a front door of ; house ‘and begin to sketch -

the view across'the street. , Others cross over the street

. " ’ and walk up aid down the sidewalk while looking back at the

side they had just left. “

) . } ¢ « .
» o One student, Gillian,‘settles down on the grass in
T . froﬁt of a tree which résembles one in her painting, and

1

beg1Q§>to sketch what she sees beyond the street tree.

¥ : © I watch he{ as she sketches She tells me that this

tree matches the one she beggn jnside. She sketches

the buildings she sees peyona this tree. As I continoe

to watch her work develpp I see chariges oocurring: )

A Gi{iian tells mi she is "changing" the buildings and is

not representing theﬁ exactly as they look to her from

her posxtlon behlnd the tree. \&s more buildings are.added, X

her work changes frOm the country -scene she began in the .

-\' QL plasé&oom to a city scene which I beg{n tgyrecognize behihd
this centtally~placed large tree. She agrees with me
that:her country scenelwieh tree has begun to take on

- ‘, : the egféifance ofka city scene... The immediacx of this

. .stimulatihg outside world seemed to change the direction of -
: ’ ; .. ' '.’ T P .
. Y * ] LS p
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Gillian's initial thought.p The change was readily made.
There seemed to be no hesitation on* her part, excepting the
_time‘it took her to actug%}y find a suitable tree here
outsfgé. Once the appropriate tree was discovered, the
backéround 6f buildings immediately behind the tree ;urne@
out to be suitablepsﬁggestiQe material which enabled her to
completg the work. That the work changed from a countrf
scene to a city scene seemed not to mattér, as, though she
were not committed to the initiai direction of the work. ) -,

Considering the students'.act of leaving the inside of
school to sketch Putside, I am re@iﬁééd'of artists mgving
from one environment to another with the résulfing work
undergoing profoun& change. After Vincent Van Gogh left
the relatively dull surroundings of Paris and began
pain;ing ;n and around Arles in the south of France,

he began to use considerably brighter colors in his

works. ' Or, when Pawl Gauguin left Paris and began
painting the simple yét exotic life the natives led on
the South Sea island of Tahiti. }n both of these examples
one environment was exéhanged for another. And, in both
cases, thelnew environment with brightef 1light, different
surroupdings, propelled the artists to produce brighfi '
proVocativé yet innovative work. ‘ d /,
\~Consideiipg this‘example of artists changing
envirsnments, and the change havingna prbfound impact on
their work, it becomes -appropriate to gpmpar; the students

response to the change in their surroundings®

T a
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Can the students make the transition from one phase to

the other, and how might this change affect their work? 1In

the lelowing I talk to Sabrina as she sketches?

Research;r: (To sabrina) Tell me what you are dding here?

Sabrina: 0.K. ,I‘fave > e . er;'it's a very sﬁnny day
but my picture is totally different. I have a
rainstorm, and I'm sitting across the street
from these two buildings that I am drawing,

v thesewolq houses.

Reseaécher: Yes. .

Sabrina: <And I think it fits in with my pictﬁré because
they look grey andfdrgb. . ‘ <;

Researcher:' Where are you going to put these hquses in
your picture?

Sabrina: I am putting my héuse§.just a little bit
higher than the sidewalk, just like in the
front of my picture. | .

Researcher: So that's about one-third from the bottom..

. edge?

{/\//Sabrina: Less‘than that, a little less than that..

Researcher: So you have no problem understanding what you

are supposed to be doing?

¢
s

Sabrina: N

wﬁilérgzgglna's effofts do not m;sh‘exgptly with. the
Van Gogh/G;uguin example, she appears td’haée little
diffi;ulty adjusting frdm the iﬁs%de to the outside f/i
environment. It seemé a little incongruous that she

\

4 - o

v
[+]
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b

chooses .to depict a rainstorm on a sunny'day. Yet, she
makes use of the outside environment, And selects elements
'thch fit Ser initiél conception begun in the classroom.
By way of contrast to Sabrina, Gillian also displays
an eas® in adjusting, élthough'in a different manner, as

R

she searched for a tree which matched the one she had begun -

-

previously in The clafsroom. Unlike Sabrina, Gillian
accepts what she finds outside, and the discovered tree
/ becomes the focal point for the‘outéide portion of her
~/' work. kathy’aléo agjusts.ea;ily to the outside and turns a
v sunny view of the dbuntéﬁn into a ﬁight'scéne to match the
color of her sky beginning. David remains with his initial
beach scene, and to it adds cars\he sees on the street

before him.

>

While the experience of work}ng outside seems at éirst
totally different to the insidé,expefiencer &ii,studbnts o
seem to make the adjustment ea511y: I did not observe
anyone haﬁTng obvious difficulty making the transxtion from
a "studio" artist o one of a "pleinraig"-nature. In terms
of the ppnstitution of meaning wiéhin the exper;bnce, from
the studenis' viewpoint, this phase éresented little in the
way of difficulty. The'students togk tpé\tyo seemingly
disparate experiences and dovetaile§ them h;rmoniously to

suit the individual needs of their works. R
-
p to this point the experimental sky phase hqd meant
D

a certain type of thinking and wqudng‘aleng the lines of

trial and error and repeating experimental beginnings in a_
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varigty of ways. Being outside presented an opportunity

to cease experimenting and to finalize the éffort by

adding something concrete on top of an experimental ‘sky. "
The students' inclination toyard the négmatig or product
aspect of the project was able to be realized. Everyone
eagerly sought out elements from the surrounding outside
environment which wéuld allow them to complement as well
as complete their earlier beginnings. It also seqmed to
matter 1i;lle whéther-this environment they discovered
‘outside matched their preg}dﬁg starts. They displayed
great mallgability and adapted éeemingly incongruous
béginnings to this sunny outside world very easily.,. .This
‘sunny day beéame rainy, night, foggy or overcast; this
urban street was transformed.into country, beach, forest,
mountain or city. For the students the meaning of one
situation merged effectivelyjof ineffectively into the fgkd
meaning of another. )

While there was no ove%t difficulty adjusting to the
outdoors, were there advantages? The following
‘conversation with Sheila on Day Ten ﬁrqvides an answer:
Researcher: What do you think of the technique of doing a

drawing on top of painting?
“Sheila: I like it. It comes out like . . . it's
better fo draw a building over a painted paper
becahée the- window sort of look like it's

reflected from the‘sky and if you draw it on a

blank sheet it won't ébmg out the same.
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\)

" Researcher: Did you notice that while you were drawing

]
outside yesterday? .
v .

Shejla: . Yes, I noticed that yesterday.

_Researcher: Are you happy with it so far?

3

Sheila: Yes.

SPeiIa's work at this stage degicted a green shape
which could be a hill or mou&?ﬁin on a pale blue
background. Using wax .crayons she had sketched buildin;s
whieh looked as though they were behind the green shape.
None of hef lines were straight, neither vertiéal nor
horizontagf Clearly, Sheila had no difficulty adapting her
classroom-produced sky to the outside-sketching segment of
the lesson. The twé different environments, inside and™
outside. of the school building, presented no problems for
Sheila. The outside sketching portion of the lesson
becomes completély incorporated when the sgy'color is
purposely left for a reflected glass effect in the sketched

building.

Back in the Classroom: . The Final Segment

After watching the students work outside. I had assumed
Jghat the outside environment acted as a powerful suggestive
force enabling the students to easily choose elements from
thls environment to add to their skies. This was true for
alllthe students I had talked with up to this point, On

Day Eleven, powever, one<d$y after being outside, I spoke

with Sabrina in the classroom as she was completing her

7

ot
N ,:'.?”s’:
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work. At the time of the QpnverSation Sabrina was adding a

swing to a ypark which she had positioned beside older

houses which

she had sketched after s%eipg them outside.

She had added rain as well as people with umbrellas to suit

the mood of her cloudy sky beginning. o

Researcher:

Sabrina: &

Researcher:

Sabrina:

Researcher:

Sabrina:

5

Researcher:

Sabrina:

Researcher:

Can you tell mé something about the overali
effect of your work, are you happy with it?
Yes, I'm happy. Idid a lot of skies but I
didn't expect to pick this one to do my-
picture out of because it was the one I did
the quickest.

Then: why did you pick this sky? ~
‘Because as soon as I saw it I had the idea ip
mind what scenery to ﬁut on it because I
pictured the buildings in front of the school.
Did you picture the buifdings before you did
the sky, or as you were doing it?

After I did the sky when the teacher said

"Pick one of your skies and go outside", I

knew which one I was goingyfo pick because’ I
pictufed my éky and the buildings together and
it looked good. >
So you had this particular scene in mind?

?és, and it tﬁrqed out the way I wanted it to.

When you went outside sketching, dig~the

buildings suggest something to you?
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. Sabrina: Well, they suggested the gloomy and dark mood

A because/th are very old and very dark and
that's what I needed for my picture. O
‘Résearcher: 56 did/you'look for buildings that fit the
idea you had? |
Sabrinazs Yes, I did. ‘

Researcher: O.K.\Thanks.
(1

Sabrina's image development runs counter to all’

 the other students. With everyone else, the outside

environment with its powerful immediacy provided or
suggested the images which enabled the students to complete
their works. In Sdbrina's case, the initial sky dictated

'the mood of the work. Once this mood was established d

L

Sébrina remembered buildings outside near the school which
suited this gloomy overcast mood suggested byxher sky. She
- related to me that it was the teacher's instruction to |
"pick one of your skies" which trigqered her imagination
(\\ o and enabléd her to put the sky and remembered. buildings
together.’ The constituted meaning of the painting-was
clarified in an instant for Sabrina. She integrated two
separate elements in her ﬁind, then once outside, set about ce
completing the imagined image, using the old buildings she .
remembered being on the street. i
‘The last lesson on Day Twelve consisted of a wide-
ranging discﬁ;sion centering upon the experiméntal exercise

and the students' paintings which were displayed on the /

wall. The display and discussion represents the final y
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segment of the expd‘}ence from both the teacher's and
students' perspective. The students had ended the
experience with at least one completed work, q'number of
students had more .than one Qork in the displa?. They had
gone‘through various~stages\?f pure experimentation,

including at least one outside sketching experience and one

- i
-

.lesson which followed that experience, enabling them to

integrate and’ complete the sketch and finalize the work.

Seen in phenomenological terms the paintings were

utilized in the discussion in order to remember and focus

upon the experience which produced them. The discussion

1 can be understood as a concentrated focussing upon

experience. The paintings, or objects of attention;
t »
/ function as resulting artistic evidence of sedimented }

memories of varieus layered experiences which have evolved \

’

over time. Phenomenologically, for the students the

~ + paintings act as a direct and accessible link to the stored
a ’
memories which constitute the lived experience. The
L ¥

completed works serve to evoke memories of the experience

e s n 7 S ETIRY O T 1o TR T LT R I TN

: , of the experimental beginning, the false starts, and the
thoughts and discussionsquout skies. Superimppsed upon
the memories of these earlier experiences arg the forceful
images produced by theé outside sketch and the memories }
associated with that experience.

These memories become accessible tb me as

phenomenological researcher when I examine the

participants' verbal interactions as they viewed the

¢
~

\.l-
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display. These verbal interactions, available %ia ‘the
transcribed diaiogue, act as an "evidence" which can reveal
the participants' prg;ent and past consciousness. What the b
participants say during a viewing of the display reveals
more than their present percep#¥#ion and undérsganding of
objects or events of experience. Because Miss Fowler has,

had more past experiences upon which to draw and cdmpé?e to

the present, her comments can be especially revealing.
!

x

What she says is 'only a part of what she means. When she

gives her opinion about a painting, an analysis of this
present opinion can uncover sedimented pgst 5pinions, upon
thch her current educational beliefs and values are based. I
I believe the foflowing extract from the transcribed
qialogue supports this asse;tion. { g

The discussion has centered upon last year's art class
which did.not have Miss Fowler as a teacher. The students
‘state that they felt they had to "conform", ané'that there
was a "right" way to draw and represent objects: Giliian \\
\recounts how last yeér's teacher showed the class how a
\;ree should be drawn. Miss Fowler replies:
. I showed you how to do the tgchnique itself,

' make colors tfanSparent; mix colors directly
on the paper and I left it there. The rest
was up to you . . . your own ideas, I cannot
tell you how to do it. I can only explain a
technique to'you. « « « There are no

<

mistakes in art, you can't go wrong in art.
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There are as many kinds of trees as there are
different kinds of artists. 1Its not like
matheéemetics where, if you'don't get the right
‘answer, you've got it wrong.
While Miss Fowler's observations are directed to.
the students and refer to the cdrrent‘project, I believp
they represent a surface layer of meaning, which, when
analyzed, can contribute to & more profound understagding
having implications beyond this particular situation.
These observations reveal what she believes to be her
purpose as ;n art teacher i.e., somesne who acts, not as a
proto?ypical model for imitation, but rather as a catalyst
disseminating technique and image information. This type
of art teacher can show the students techniques, but the‘
individuality of student images is paramount'and is to be
respected and encouraged. If the project cuiﬁinates in a
wide variety of images (such as the present situtation) the
more successful this tfpe of teacher has bQSP. Conformist
OZ\EEfESOtYPical images, on the other hand, would indicate
a lack of success.
' From thg students' viewpoint while they were working

~

. ’ »
on their paintings, either in the classroom or outside,

. 1
they were primarily aware of their own work. As an added,

although peripheral awareness, they worked near each other
’ ¢
and were therefore aware of other works to varying degrees.

Part of the experience of their own work is the memory of

others working alongside them. v
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‘The display itself presents a new dimension to this
thought. Not only were the students confronted with their
LY
own work or works, but also with the works of everyone else

' i
in the class. Some students were -aware of some of these

aother works, gspecially those produced b§ students with
whom they worked in close proximity during the lesson. . ¢
Other works were new to them. A new element was added to
theﬁexperience of viewing the“display: one of coméarison.
The paintings displayed on the wallytended to
formalize thé s;udents“ viewing of the work. There is also

a matter of scale. When a painting is developiqg, the —-

student is usually an arm's length or less away from the

»

work's surface. There are times during'the development of

any work when a student purposely views his/her work from a
distance. _ This is usually done to judge the effect of a
particular part of the work, for example, "How does this

cloud or tree look from a little further back?" But for

- the most part, a student is familiar with his/her work from

@

an intimate distance, one where practically the entire
visual field is filled by the .work. Don Ihde's (1979)
core-field—horizon,deécription of vision comes to mind
here. When the visual field is filled with an object,
especially an object upon which one is éoncentfating, if is
difficult to think of m&c@ else as thoughts tend to also he
filled with the object. The painting acts as a vehicle for

the imagination, or more precisely; the stpdent through the

- 7
act of painting, makes the painting act ‘as a vehicle for
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the imagination. Wh5£ can be imggined can be iﬁtegrated . °
into €ﬁ§'evolving painting,”with varying degreeé d?”'
success. In this way, the paintings served as sedimented
evidence of imagining, which was bound up in the context of
the experience. ‘

When the total display was viewed,.a student sgw
His/hef own familiar work alongside all the others. For .
the ‘first time during tgé whdle experience, a formal
comparison was made. The fielé of vision wds filled with‘
many paintings,.not only one, Owing to the distance from
which they were viewed, the visual impact an individual

painting had tended to be lessened. Also, no matter which

-

work was focussed upon, there was always a co-awareness of
<

other works. None could be seen in isolation in the

%'l_l

display. The display itself filled the visual field, and ’
once this field was esta@blished, the act of comparison

Y

began. -

It was this act of comparing the paintings which
shaped the discussion during the final leéson.’~N6t only
"were student works'cbmpared to other student works, but .
they were also compared to the reproductions of artists' - K
works, which had ;tilk«remained in position on another w§ll
since the first‘lesson. Throughout the comparison
discussiop, there was agreement that students worked as
artists worked, and that there were legitimate areas for

4

comparison.

J




gl
I
.

U e ) . ’ - : " ' “ . B T BT SR P LT P
\ ’ . N - . ° SN . <O H : R R

1

e
PO
P 1 X '

225.

. -

. - This sénse of comparison cén be understood : -
phenomenologically as ar;s&ng from the students' \
understanding of type. The works they produced—belenged to

the same type as the reproductlons on the othex" wall of the

room. They can” all be designated paintings, Before the

students began this paintinq,:or even the first one they

produced in a school, the} knew what a painting was. It

was easily understood as a specific type of object. hhen
;they.began produqiné their own paintings, it was‘uﬂderstoéd .
as belonging Fq a type- of objec£ alrgady‘known to them.

In phenomendiogicalcterms, before .this painting'éxgrcise

began, the students aéperceived theixr future actions

as belonglng to those types of actlons which produce

palntlngs. This was not a conscious thought, but part

of an apprehension of an object understood beforehand.

The students need not have known individual paintings -
or artists, but they did understand the genus. When

they pajnted, they felt they were doing what artists did.

Because Miss Fowler had emphasised that experimentation

Qas part of the artistic process, the students felt that

v b

they had taken part in an artistic experience, and as a

consequence thgy had a legitimate right to compare théif
> works to those of artists.
The experience of producing these works was freshoin
o the minds of the students. The trials and tribulationsg
thch contripﬁged to the’tgtality of the expefiende were

represented in their works. When the regrdductions were

- . - -

) | b
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viéweﬁ, éhd comparisons made‘between,students' and arfTts’
work, the students, correctly or iﬂébrrectly assumed tﬁat
the experience fhey had lived through'in producing their
wprk was Simi&%x to tpg experiénce an’ artist has when o

.- ~ pro ucing work. From the séandpoin; of this study, it

. . rémains uﬁimporpént wh;;her or noé students ;nd artists

bajg Siﬁilar eiperiences whén proéucing their work. What

is important here is that the studepts felt they could
genuinel§ compare their work to that of professional

T . - o
artlsts. This act of comparison gives an indication of

. - A

how deeply the students understood and fel% about the -~ =«

>

experience they had lived through. ‘3 ! :

. If the students felt as thodéh they could compare '
their works to tgose of artists, it would follow that the?

’ felt they made use of artistic devices while workin;. The

following extract from Day Twelye is revealing in that s

. regard: - . . )
David: ¢ Misé,pwheﬁ I used a piece of pastel on my
papeb ané stﬁrted,to brush‘itb it gave me the
e . . 1de; to crush pastel dust and use it'just llke
N . ) . that "Then Shella was just, she extendbd 1t '
. l *more, she used 1t on top of her paper and it :5
g *Eomes out fresh like. ,
- Tepéheréh So, you: were learning from each other in a’ o
way? ' )
pavid: .  Yes, » .
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Teacher: 0.5. You are picking things up f£rom each
other. qu.agtists do that, It happened to
you and it's a good ‘healthy habit too. "You
know, you feed off each other and each other's
ideas and you look at what another'per;on is
doin;.
While David réported what happened when he end Sheila
were working, it was Miss Fowler wh; made the point about
artistic exéhange.L This tends to be représentative of the -
times ifi the discussion wken the subject of artists arisegi S
Miss Fowler.was inclined to initiate thé student—értist
compa}ison, a éomparison the students began to'includeean
the discussion independent of their teacher's observations.,/
In other words, the idea ‘the students came to.have during
this day'sydiscussion, that their work was similar to
" .artists' work, énd that both works could be céméared, can
be traced back to Miss Fowler. Her beiief became the

studénts' belief. ,

*\hlthough the discussion during this’lgst lesson was
wide ranging,. comparisons between students' %orks\tended to
dominate., 1In the comparison discussion a number of issues
arose. Miss Fowler returned to gﬁe théme oé feelings and
directed the students' attention to how certain works
evoked certain feelings. Everyone taking part in the
discussion agreed that feelings were aroused by the;&. )

works, and that even the "mood"” of a work can be altered :

by such things as materials and colors. The act of

»
»
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experimentation, it was agreed, hot'only‘challenged the

élass, but instidléd in the students elements of freedom.
Théy did not feel restricteé bylsubject-matter; as they
often did during projects which ifﬁained on a strict
topic. The sky theme was seen as an effective starting
point and as'suqh allowed the students leeway to cBmplete.
their works accordimg to their interests or imagination.
It was observed that all the works ;n the display looked
different, and this difference only emphasized the Y
individuality of each student. The teacher pointed

out that people discover'thgir own way of expressing

)

themselves, and that ¢f®s project offered an effective
'vghicie for thié expression. The final outcome éf the
artist-student coﬁparison was summed up by Maria whé
observed that gtudent works were the works of "young
értists".

An issue raised adring this discussion proQided some
ins%ghts‘into the students' perception of value in art.
David éni;iates this digcussion when he»asks the following
quéstion:‘ ‘ 1
pavid: 4 Miss are you going to sefT\Qpéﬁ?

Yeacher: h Sell)them?i Remember I asked you if you
were going tg go out and buy a painting, how
wbuld you choose? And remember, "match the
bedroom", "match the wails", there were
4_4 answers -like that. Money. Now'if you were

]

going to go out and byy a painting after this

1
Fo -

D
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last experience, how would you choose your
paihting? What difference does it make now
since you have ekperienced painting? Yes?
Sabrina® - I wouldn t look at the picture 1tself, I would

look deeper into the picture and see what kind

sy

\ ) .of feelings I get from it and if I would want "\jgr
~that in my house. | y - ‘
Teacher: Because you-have to live with it eh? Because
!x if ;ou choose a painting just ‘because it goes
wiéh your walls, what happené when you repaint
your walls? (laughter) Then it won't be right
for your room anymore, é:?(if you really like\ ‘\
a picture wheﬁ you first buy it, I haye had -
that experience, you like a picture, ybu can't
really know why but you buy it. éometimes two
or three years later &ou start seeing things
inpit that you have never éeen.before, then it '
starts to grow with }ou and grow and“grow
deeper and deeper, and you start seeing more
meaning in ig. I don't kﬂow if it's pecauae
. you are changing or whatever is happening, but
§ou are living withithis painting and you are
starting to e?joy it, you see things into it,

“

read more into it. Anybody else have a reason
e |
for choosing a painting which is di{farent to

L

‘ what they thought before? You still would go

out and buy it because it matches the room?

»
& . Cee

:] Co. e
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Maria: For tle mood.
Teacher: ‘ Yes. What kindfof“moéd painting wouid you buy &
tod;;? | ‘ '
Maria: Like you would have like a cheery painting,

of, you know, a toddler. (laughs)
Teacher: -, (laughs) Yes.
| David's question gnearghs perceptions he and the
students holdhiegarding yalue andaart works. Whenever.
these perceptions are éxterqalized, art works are
invariably seen as value laden. .This value seems to
apply to their own art works ahé especially those of .
established artists. David's guestion reveals perceptions )
which equate a monetary value with,  the displayed works. /
These perceptions evolve from a soclal éontgxt. The
genetic aspect of phenomenology is apéarent within this
social coﬁtext, as the social context is‘inevitably a
historical contgxt. David's questioﬂ reveals a social ana
historical view of art works which antecedes his emerging
understandiﬁg. The ready-made world ihto which David was -
born qontained art works and commonly held opinions'of
them. These works were perceived as incorpprating tangible’ »

representative manifestations of societal and monetary L

value by those members of society who came into contact v

with art works. By contact, I refer not only to artists

4

infsociety who actively visit

-~ a

rks are exhibited. I //f
o, - P

b

and those associated with the "art world", dealers,

collectors, etc., but thos

galleries and museums where art
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also refer to those who choose art objects to display in
their homes, and tﬁose who non-purposefuily come into
'
cont;ct with art &orks i.e..'a reproduction displayed in a
social or £usine§s enyironmént which registers only on the 4
periphery of awareness. When viewed from a genetfc

.

phenomenological perspective this allgcéntributes‘to a
collective awareness of the social and historical context
which informs present individual opinion.

In this discussion, however, Miss Fowler deflects the
monetar§ value usually associated with the sale of a work,
to other values assbgiated with a Qork's acquisition, She
recounts an earlier discussion during which the students
related they would puy an art work to match their color

scheme at-home. She then asks if the experience of this

experimentai painting and the discyssions of the works

'

changed these thoughts. The %ngi:nts' answers reveal a \
“change in aéf@tude: no longer would they choose a work for \

its compatibility with their domestic color preferences.
Sabrina would look beyond the picture surface, to a
"deeper" level, to diséover what "feelings" the work Qay
arouse in her, Maria states she would acqsire a work for
its "mood". With these subjective qualities of "“feelings"
and "mood", these two students are expressing that they
have moved away from acquiring a painting-as-object, to
somehuw blend iﬁ with their surréundings. ‘Polioﬁing this

experience, they now would seek to discover more squéctive

qualities in a work, qualities which lend themselves to
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long+term association, and which have a deep personal
meaning for them. I believe the foregoing serves to (f
indicate that the meaning g-work has for them and their
reasons for acquiring it have perceptibly altered.
Perceived from a phenomenological viewpoint, the
paintings displayed durin%wthe final lesson were meaningful

in that they served as sedimented layered evidence of the

P

whole experience. The works aided in shaping the last ’

discussion and concentrating it upon the events of the
project as lived and understood, prior.to the discussion,
by the participants. These‘paintings, according to the
students who verbélly participated in the discussion, were
comparable to works of professional artists. 'The students
understood the experimentation process they had experienced
aé being an "artistic process", the same one the teacher
had emphasized throughout the project. Having undergone
this "artistic process”, the results of which were the
produced paintings, the students felt they had a legitimate
right to compare their efforts to the display of artists’
reproductipns. The display of their work also functioned
to draw the students' attention to the efforts of their
peers. Most students had .,little opportunity to be aware
of anything but their own endeavors while immersed in

work on their own paintings. They also had a value, not -
necessarily gf a monetary nature, but a more subjective

val%e one whlch 1nvolved deeply felt emotions.

Furthermore, the value associated with these student works
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also helped shape their awareness of value in other art

.
s

works.

Evidence \
, Any understanding of the participants' experience at
which I, as a phenomenological inquirer, can arrive must
/ybe verified through the concept of evidence. As indicated
during the discussion on evidence in gpapter 4, when empty
'Y intentions achieve.a degree of fulfilled meaning, the '
resulting conformity between the two represents evidence.
When the students l}sten to their teacher's explanatio.n:b
of the experimental process, without understanding the
process, their intentions remain empty; therefore there
is no evidence. It is only when they experience
experimentation for themselves that they come to an

understanding of their teacher's meaning regarding the .
process. Their intentions become filled through their
3wn efforts to resolve problems posed by initial visual
suggestions, and they begin to reach an understanding of '
\ . . R ’
the nature and meaning of experimentation,
. . DB . i
What is interesting about-the activities in an art

class when considered with the concept of evidence in

;;‘ : mind, is that the emerging works can be viewed as a visual
metaphor for evidence. Put another way, the emerging works
. not only depict images and potential images, but evidence

and the possibility of more evidence. ) 7

.
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I will use empty;filled intentions as an example
once more, and reflect back upon fhe beginning of the
experimental process on Day 2. The students at thig stage
had begun to experiment with transparent painting
techniques as their teacher had instructed the previous
lesson. The experimenting guickly resulted in
stgreotypical images. The students had not understood
their teacher's meaning, and, because of this lack of
‘understandiné, they reverted to previous kn&wlédge and
prgvious experiences which had resulted in stereotypiﬁal
imagery. Their inteﬁtiqps remained empty, there was no
evidence of filled intentions in the works or in their “
unders;anding of experimentation. Through the experiﬁental
procedﬁre of trial and error of subsequent .lessons, and
through the emerging images, intentions became\filled and
a visual indication of evidence began'to émerge. Theghs
students, verbally and visually, displayed an understanding
of equfimentation and the resulting iméges reflected-this
understanding. ‘

Questioning students and listening to their verbal
accounts is one way of verifying that the experimental
process had bgen uggerstood. In the art class, hp&ever,
especially when images develop during the lesson, the
depicted results provide a visual evidence of an unfolding
understanding of thf meaning of ‘experimentation. During

the lesson images are in a state of flux as they are

modified through a process of trial and error. The

R R T T AR ’ '~2’."’1“WW?’I"~ BN
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‘David:

reliance on stereotypes of past imagery dissipates as
“intentions *regarding the meaning.-of experimentation become .
filled, and, as students begin *to realize the

possibility. of images produce

/
experimental process.

revelation which was externalized (evidenced) in their

"surprising", "accidental" experimental images.
13

The following extract from the dialogue on Day *

provides an insight into David's view of the experimental

process.

of color which seems to recede and take on the appearance

L

&

L

of mountains set against a blue and white sky.

"Researcher:

David:

7

Researcher:

”

(To David)
painting?
Well, by mistake I put a red dot in the middlé
of the page, then I took the roller and made a
half circle with it.. I didn't really like it

so I put some white around it.
white mixed up with the red and turned pink,
so I tried addingymore color to it.
blue on ﬁop of it. Then I gazed at it for a

couple of minutes and I saw some mountains

kind of.

I am.

Do you like thataeffect?

Yes,

Can you tell me about your

So then I added some‘black and here

4

By mistake the

i

variety and
d by "accident", through the

For some students the process was a

His painting at this stage depicts a central mass

I put

P

.
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Researcher: The effect is interesting when you have
accidents 1ik§ that, do you agree?

David: Yes, yss I do. e

David's account emphasizes the accidental nature gﬂ
the experimental process from his viewpoint. Whatever his
intention when he began was interrupted by”the red paint'he
added, which set him off into an experimental procéss. His
verbal account indicates the "accidental" or "suprising"
nature of an experimental work where hé allowed the ‘
uﬁfélding image to dictaﬁe the work's direc%ién. The work
itself provides a visual testimony which conforms with his
verbal account. Mountains can be detected in the colored
mass and they do seem to recede toward the distance. The
paiptiné represents a visual form of evidence which agrees
with his verbal account, which in turn externalizes his
fulfilled intentions. _

In the following extract taken from the dialogue on‘
Day 4, a work Sy Sabrina forms part of the display béingv
discussed by Miss Fowler and the class. At this stage the

incomplete work shows cloud-1¥ke objects in various white -

and grey colors set against a blue backgfohnd.

David: Miss, look at that one,.
Teacher: This one? \\
pavid: Yes. It looks like you are in the park and

playing ball like on Saturday. We had:.fun.
When we looked at the sky we could see dark

clouds like that and a blue sky behind them,

L]
>
[

-
R
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and then you saw like the white clouds behind

v

that, and then like it's all mixed up.
Teacher: It reminds you of that particular sky when -
. you went to playhbaseball. Was there a storm

( ' coming up that day?

14 -

David: -~ Yes, it was supposed to rain that day.
. t\
Teacher: ~Who painted it? :
‘ . ‘ .4;‘ : ’ - ' el
Sabrina: * Right here! .
Teacher: " You did! What did you have in mind when you

‘painted it? You just heard David say it

reminded him of” an éxperience he had. What

- 1weke you trying to do? /
Sabrina: I was trying to make it look like it is going-
‘to rain. ’ |
Tgacher: It's going to réin? So you must have been T

very sugcessful then eh? Because David was
abie to see what you were trying to do. O.K.,!
In this case, not only was the experiment successful
for sabriné in the senge thag her intention was to create
.a sky which held the promise of rain, but also it was
successful in that the work communicates her intention to
others. Sabrina's painting reminds David of a threatening
sky -he had recentiy experienced. The painting répresents
- a form of evidence which successfully attests to Sabrina's
fulfilled intentions. Th;oughmthe process of o \
experimentation she intended to create an, image of a
threatening sky. From thé\image, others (David in the \

\ e
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# ° example) share in an unde{Ltanding of Sabrina's meaning
and ®ffort. The evidence in this case is both verLal
and visual. In addition, the flexibility of the concept
of evidénce can readily bé understood when viewing such
a painting, as the work remains incomplete and can be

returned to in an effort to finalize the image. Similarly \

‘ with the concept of evidence, if I may continue with the

metaphor, it too can be returned to in efforts directed

toward completion and perfection. ~

A Chapter Recapitulation P

This discussion on evidence, the final and arguably
the most important of Husserl's phenomenological concepts
in the sense tha£~ali other concepts directly or indirectly
. point taward it, brings the.sequence of the lessons to a
close. Because of the length of the analysis, a summary of
significant events is warrénted at this stage. 1In this
summary I will review lived everits of the experience that
; " lead into_tﬁe conclusions in the following chapter. 1In
\ . ,' particular, I want to highligh; the phenomenological
\ . charactef of this analysis, and reiterate significant \\‘\.
| revelations. . . ‘ "
. .‘ . - Changes in the perceived meaning of an art work or
an event 'is significant during any accou;t of experience. .
It is noneéheless significant from a phenomenolog%cal
perspective. Inquiries such as the present oné are

immersed in the search for significance, understanding,
&




- within the context of experience.
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and meaninéc and how this arises and becomes coﬁsti}uted
The students have displayed a change in thefg
perceétiop of\art wgrks.1 This change can.be directly
attriﬁuted to the. lived experience of these experimental
lessons, as well as to the transfer of belief frém the
téacher to the students. .This change can readily be seen
when dialogue extracts are examined, and early dialogue

<
i.e., that which occurs during the first lessons,. is

-

cbmpared to later dialogue, especially that which occurs

during the last lesson. The students' beliefs, e€videnced
by their exﬁ?gssed opinions, were more forthright and
artlculate during the final lessons. These bellefé echo
some of thﬂlr teacher s beliefs concerning the value of

)

art works, reasons for acquiring works and the "process"
students or‘art%sts undergo, when creating a work. ‘

‘ The(sgpéents weré required to make decisions
throeéhout the duration of ;he experience, from the
éafliesé sky experimentsf through matérial manipulation;
continued experiments; the outdoor sketching session; as
well as during all the discussions and the lesson devoted
cto,cohpletion. These decisions, influenced in part by the
tég;her's urgings,, hg}péd shape and. develop the students'
attitudes toward their‘work and art works in general.

_During this analysis, I have attempted to concentrate.
upon how items, objects, and opinions appear within the

context of experiehce, the relationship among themh w“éle,

g
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at the same time, t;ying’to avpid what seemed to be there.

In other words', I made 3n attempt t/%focus upon what

appeared within the experiénce, rather than focus upon' ’
what in non-phenomenological terms can be described  as

being undoubtedly there. Thr0ughout°the analysis I have

strived to retain the experience-oriented%nature required

, by Husserlian phenomenology, one which places lived human

.

, ‘
experjence at the forefront of the inquiry.

I have made a concerted effort to focus upon the

experience presented by these lessons, as I he\d ‘this

experience in retention. By holdlng the experience in

retentjon, aided by transcribed audio tapes, written

’

descriptions and photographs, I vas able to describe
the experience for the most part in an unfolding present,
or a ‘present-just-past. By so doing, I was able to avoid

present perception of the experience i.e., what I perceive
. . 7/
"now" at this moment of writing. If the experlence were

not held in retentlog} 1nev1tably presept perceptlon would

have infiltrated my conbentration upon the lived classroom
v »

experience, and influenced my perception of the avent. 2

' \ ) ) Y . ) \ -\
Were this to have occurred, the analysis.would have become

non-phenomenological in nature., /& - ' »
In my oplnlon, the outllne of the methodologlcal
aspeéts of the analysls about to be relterated below, not

2

only emph?sizes the'phenomenological chaggcter of this °

investigation, but also demonstraté@ythe.distinétiye

contribution to undefstanding afforded by this form of . N

'
Iy - \ - v
© -
- , R
- . . . -
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; L inquiry. From the/students' perspective insighf’wgsi

provided into the concépté'of noesis-noema, with noematic

elements prefeired; meaning of the event, how these

‘

meanings are constituted, evolve, and are sometimes
misunderstood; and how experimentation leads to an
increased awareness and understanding of the artistic

% ’ N -

process. From the teacher's perspective insight revealed '

her bias towar

beliefs concerniyg experimentation; the artistic process;

sher roﬁ‘as a teacher; her students environmental and

£

artistic awareness, a the meaning the project had for her

as an educator.

An 1mpor;§nt goal was reallzed by the ‘students dyring

the experlence--one of more developed imagery, one thgy

worked towards even during the purely experimental stages.,
. ’ \

\

' Th%}r noendatic or product aspirations were realize ¢ but

only after experiencing the noeﬁgc or experimental b\pcess
their teacher insisted upon. The outside sﬁetch;ng 8 gmdh*
of the experience probelled the works toward a conclusi n,
< the adjustment from inside to outside the classroom beins
'ea51ly made. From the students' viewpoint ghere were 3
many.-advantages to sketching outside in Qerms of visual %
stimulaéﬂ.h and opportuniﬁies to compiete imagery. Certj'ﬁ
students, finding tHKemselves outside,°waﬁg‘peavily
- ¢ influenced by the imﬁediacy of the outside environment,

.

j while others selected outside items from memory, -before

they began ,their sketch.

noetic aspects of ‘experience; her views and //
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The qeanfngs the students attributed to the images ®

/

»

in their works were in the process of being formulated

'durlng this project. The project itself composed a lived-

_ experience which formed an 1mportant part of the way in

which they viewed and:-depicted objects during the evé:t and

will exert an influence on future experiences. During °

their art class last year the students were 1nstructed that
there was a "right" way to represent objects, consequently
they faithfully cop}ed their teacher's prototypes in order
to achieve success, wrtg‘Miss Fowler, they saw the reverse
as being true. Individuality was stressed tiroughout the
project. Techniques-wenq'suggested‘by.Miss;Fowler, but the
type and variety of images' produced by the students was:
left up to them, with variety being encoure;ed g

The meanlng of an art project for the students has
changed because of their. experience during this project.

PEAN N
Because the meaning extracted from this year's art-class

‘

with Miss Fewler stands 1in stark contrast to the meaning
fromlast year's class, tﬁe students have probably
categorized fhis neulmeening as being “true;for-now".

I have arrived at this.conclusion tnrough the use of
intersubiectivity which is using my subjectivity to
understand the subjectivity of another, as all subjectivity

f
‘

has the same structure. Judging from my owf experience,

A ¥ . -
when meanings change I take a wait-and-see attitude with :
ﬁ‘ 4
meanings which eclipse previous ones., I want to see if a
7 o

meaning remains true over time. While a meaning is in
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force it* is for me "authentic". It remains unquestioned

until future experience, which may contain further .possible

evidence, prbvides a new meaning which makes me doubt the
authenticity of the previous one. S v
* From the students' point of wiew, last year's

meaning--success being achieved by copying the teacher's

examples .as accurately as p0551b1e--was supplemented by the

g

new meaning carrleq by MlSS Fowler's class this year. ~When

one meaning is turned around:so dramatically, the new one .

has to be internalized to see if it stands up'over time and
1

¢ontinues to be true when measured against new events of
& . g

n

experience., .It is this new ﬁeaning these students will
take with them into future art projects and wil¥ be the one
they measu}e thé inherent meanings of future experiénce§
against. This is one way méanings are formulated, with
their potency and longevity depending upoh how they pergorm

’

against as yet undiséovered meanings concealed within

-

future experience.

’

Yy dlscu5510ns w1th individua) students revealed that,
not,QE one understood everything that was suggeste%/d/.h
regard to h ir displayed work.' It would have peen an o ‘
error for me to have assumed that students understood all

i that was said about their works; yet, it would~have been

easy to make such an error., During these discussions with
® N ‘ v
jndividuals, students seemed to understand what had been

discussed, then seemed to proceed to integrate verbal.
suggestions into the work in progress:\\ﬂu&eﬂer discussion

— .
‘ &

Ve
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»

gnd questioning, howevér; revealed t&ime that the stude?ts
had ﬁot fully underétooé the original discussion about the
work. In’térms of the‘constitution 6f meaning--how meaning
comes about within'the conte€xt of experience--my further
questioning revealed inadequate understanding and
misunderstood meaning. It becaﬁe clear that more of the
experience needed to be lived through, or more experienceg
like this were necessary,,before~a more comprehensive
understanding emerged. | "

In many ways the experience was an example of the
constitution of meaning in progress,~co@pled with an
expansion of horizons. Some students, by their words ‘
and. actions, displayed a growing artistic understanding.
From my point of viéw as participant in the évent, the )
experience was akin to.living £hrough degrees and levels of’
a dawning of understanding. Sometimes, and in some cases, "
the emérging dnderstanding was readily apparent, in other 6,
cases it becamé focussed ohly after much exposure to the
transcribed dialogue. -

The teacher also realized a goal, namely, that
experimentation adds to a student's experience. This
exberimegkation, she discovered, leads toward an increased

4

awareness and understanding on the part of the students,

+

not -only of their own experiences, but also works of other
students as well as those of professional artists. The

experimentation the students experienced, she understood

as the necessary trial and error aspect embodied in the
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arfistic process. Because the students had lived through '
this process she felt they achieved a greater understanding
of the artistic experience, To hef, the experimental’
series of lessons were. a s}ep in the necessary broadening
of’their experiential horizon. She felt they began
to%display a growing uqderstanding of the process of
experimentation, a grasp of why they should remain open to
visual and verbal suggestions, and a realization that the
first or the easiest solution may not nggfssarlly be the
begt SOluthﬂ.

The _analysis reveq}ed Miss Fowler's beliefs regarding
her obligation as an art teacher, namely, to act as a
guide for the students, stressing their individuality iné//
image production, encouraging varieéy and, at the same

time, helping them avoid stereotypical images. Based

. d .
-upon her past experiences, her view of objects and events

was quglitat%vely different from that of her students.
It was her belief that the students' life—experiénces,
env;ronmental awareness, artistic awareness‘and
understanding were limited. Becauae-of this belief, she

£l

viewed these lessons as necessary yet tentative steps in
redressiné these perceived 1%yitations. She;expressed
disappointment Qhén the students seemed unable to share in
her depth of understanding regarding visual possibilities
in their works: ‘Yet, for her, the project entailed a

modification of her understandxng of meanxng in that she

went through a process of attempting to ‘come to terms with

I3

#
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her disapboihtment. Miss Fowler endeavored to put her °

we€alth of experience in perspective whereby she could come

o

to an understanding of the students emerging awareness of -
visuallgualities in their environment and their art works.

Her noetic interest, or interest in the procegéiof

experimentation, was realized. The tenor of the discussion

”, .

during the last lesson underlined for Miss Fowler the.

i ., . . . f
students' blossoming awareness of their surroundings, their

s o

A

own work, as well as the work of professional artists.

[y

e



Chapter 6

Conclusions

Pheno@éaological inquiries begin and end with human
beings, their experience and view ofvthﬁhworld. With. -
humans centrally placed the task of phenomenology is to
make their ord%nary, common place, iqteractions a subject
“~for scrutiny. It is precisely this task which has been the
pr;mary éoncern of thiibreséarch. I believe the following
summarizes the unique contribution afforded by a
phenomenological methodology to investigations into human
" interaction: J

. &

It is an important paradox that our normal lives, what

we do - -most often,_what we take for granted, are)what

we examine least . . . the ordinary is full of the
extraordinary which we never see until we look.

Phenomenology expresses its commitment to

understanding by taking experiance itself seriéusiyr'
_in the ordinary life world. (Baggitt, Beekman,

Bleeker, andrMuldﬁxgj 1983, p. 60)

This study has centered upon that act of "looking" at
"ordinary" experience to which.Barritt et al., refer. As
the investigation into the classroom experience progressed,
my taken-for-granted attitude receded and was replaced py
one wh;ch allowed for a growing understanding of the event.

One aspect of this investigation has been an endeavor

to elucidate those features of experience functional in the

247,
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1
:

/’ production of sense. Rather than discussing
phenomenological concepts in isolation, or even as a

~
component within a philosophical position, this research

was conducted from the outset with the idea of ihese

concepts being intertwined with the participants'

interactions: ' The .raison d'étre of this investigation 'was

not only to inquire into human interactions within an art
education experience in‘a phenomenclogical manner, bgt to
communicate the scope and characteristics of

phenomenological concepts as they are bouynd up within this ”
experience.

It is my conclusiem that it is these concepts, their
fluid nature and flexible characteristics, which allow for
the unique insights into the events of the experience
. documented throughout this inquiry.

r

An examination of the teacher's role in this project

-

revealed her thinking concerning student abilitifs as well

her effect on the students. Her insistence on the process

. of experimentation, which she equatéd with the artistic

process, revealed her noetic or process oriented

partiality. 1In her view, experimentation was a necessary .

. step students needed to undergo in order to overcome a ‘ ’?’

general lack of visual experience and awéieness, She
believed that if the students went through an experimental
process they would come to an understanding of thé artistic
process, which for her is developing images through trial;

R ¢ . .
B error and repetition. ‘- When the students' tendency toward

-
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noematic or product elements surfaced, she displayed
disappointment. Her d;sapg§intment centered in her
perception of G%e students' images as being stereotypical,
which she felt displayed their inability to share her depth
of understanding with regard to visyal possibilities in
both their environment and their work. In her view, the
students' life experiences were limited, which was the
reason -they displayéd difficulty externalizing ideas, ’
memories, and past experiences.

In phenomenological terms these stereotypical images
were the visual evidence of empty intentions. In order to
'direét these empty iqtentiogs toward more fruitful ones,
the, teacher renewed her commitment to, experimentation.
when the students began to understand the nature of
experimentation, he£ previously held views of students
having limited life-experiences gave way to a new
‘understanding on her part regarding student abilities,

To reach this new understanding and to redirect the
students' empty intentions, the teacher went throhgh a
process whereby she placed her range of memories and -
experiences into a perspective from whith she viewed the
students"' memories and emerging experiences., From this
perspective the teacher was able to reach an understanding
of the studenFs' initially limited awareness of their

4

surrouﬁdings and their inability to‘;ealize the visual

possibilities in their works. Following her renewed

)
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comm nt to experimentation she saw fulfilled intentions

replace -empty ones in the students' visual successes,

Her belief that experimentation adds to students'

"experience of image development and leads to increased

awareness and understanding of their own. and peers' works

as well as their environment, was confirmed by the \.

'students' final works and duriné the display and discussion

which'took place during the final lesson. She saw the wide
variety of student images a;'a.justification of her
insistence on‘the pfocess of experimentation. Until her
encouragement towaré completion during the last lessons,
the teacher had felt a tension between her insistence on

\

the process of art and-the students' seemingly natural

predilection toward a product. From her point 6f viéQ, if
she had not emphasizea experimentétion and ins@sted’on the
process, the students would have completed thglr imagery
early and thereby missed out on much of the growth in-

visual awareness she associated with the process of

experimentation].

Her views as to the purpose of an art teacher were
revealed during this last discussion. She believes an art .
teacher should not' he the type of educator who hands her
students prototypical image models for imitation, but act
réEhér like a catalyst in providing students with technique
and image'information. She believes, an art teacher should

©

act as a guide, one who stresses the individuality of

»x

*

-
N
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étudent images, and .one who discourages the students from
producing inauthentic or stereotypical images.

The viewpoint of the students matches that of their
teacher in many respects. The 1?ssons resulted in their
becé%ing\morg_obseigant and aware of their environment.
They began to notice the sky, its changeability, variety
and even its moods. They certainly began to be more aware
of’cloud;,.phe almost endless variety that glouds'can'
'display and, gqually important,” how to represent skies and
'clouds‘with diverse materials,

While their natural tendency leaned toward early
completion of & product, or noematic aspects, they began go
understand why their teacher insisted upon continued N
experimentation. For it was only in this way that they
would come to experience a range of possibilities within
their works, and an understanding of the\vety nature of
experimentation. A curtailing of these many possibili;ieé
would have resulted from early completion or a h
product-é;iented ekg?gise.

During the displays and discussions of student work
throughout the project, an understanding of the concepts of
intentionality and constitution and how they function
within experience, allowed for insights into the studenﬁs'
undefstanding of their works. Even fncomplete paintings
were imbued with meaning, and the fluid nature of the

! €

concepts was exemplified when the students substituted one

meaning for another in the same painting. Each meaning had
{
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validity, and‘each'could be fepiaced by the other, then
reversed again.

From the outset of the lessons whenever there were

class discussions of the students' paintings or the

1 ' N
artists' reproductions, the teacher made comparisons. When

the 'exercise was underway she used comparisons to emphasize
or illustrate a point she was making. Taking their cue
from the teacher the students began to do the same thing.

They made comparisﬁns among the reproductions, among their-

. »

own works, and eventually between their works and the

‘reproductions. -among the students there was agréement that

oo

they had worked as artists work, that their experimentation
was an artistic experience. This view was summed up best
by Mari;,during the final diqspssion when, after comparing
their paintings to the artists' reprdduc£ions, she remaried
that their paintings were the works of "young artists".
While their teacher had usually initiated the
student/artist comparison during the léssons,\the students
began’compaiing their works to the artists' geproductions

independently during the final lesson. The teacher's

understanding and meaning of the artistic process came to

"be shared by the students; her belief became their belief.

Their increased awareness and understanding of the artistic.
process, from their viewpoint within the experience,
displays how meaning became constituted, evolved and hgw it

was transferred to them from their teacher.
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4 . The changeable nature of meaning, and how one meaning’

can supersede another became clear during the class
‘oa

discussion of the final lesson. In their art class the

v

previous year the students had been shown prototypes} by
another teacher, of the "right" way to depict objects. w v
They had come to believe that successful representation of

. their previous teacher's exdmples was the correct way to

depict';bjéét;. With Miss Fowler's strong emphasis on
individuality, experimentation, be;ng open toisurprising or
accidental directions, and her equally strong emphasis on
the avoidance of ste;éotypical images, the students firstﬂ
doubted, then changea their initial undergtanding of the
meaning of.images. Throughout the discussion during thg
la;t'lesson the students articulated the view that their

" -experience of experimentation enabled them to beqome aware
of variety,.individuality and even of future possibilities

¥

in their images. They realized that there was not one
"right" way to depict an iﬁage. Meaning carried £rom,6;f'

"~ Tpast experience b?cgme,revérsed d to their involvement

with ;xpérimentalkb? cédures during the current project.
The experimental painting project as a totality - 3
. constituted the leading edge of experience froﬁ.the ii o \
stdQents; viewpoint. Their experiments, image production '
"and discussions, formed an imporfant pa}g of their
experience to which they referred when tﬁf; viewed and
"depicted objects. The outside sketcﬁlng portion of the“’

. project, with its powerful immediacy, afded the students to
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come to a realization tRat non-imaginative o}q/jects were

more accurately and authentically represented after, they

were experienced.’ : : -

“While these conclusions emerge from this particular

‘

experience, they need not necessarily be limited to it,
because the structure of individual experignce ‘conhtains
éléments of the universal. While othgr individyfals may ~
operate under different circumstances in othe eduéational
settings, the, structure of experience with.ils universal

elements is a part of these circumstances:and settings,

“«

Given this understanding of the nature of universal %

. ) : “ 4 .
" experienceé, the conclusions{of this research can be of }
benefit to other educators oper ing under widely different

,

conditions in a variety of othgr situations. ) -

' ¢

5’.’)‘ *

Implications for Art Education ) .
. )

\

. The special contribution of this Husserlian
: | .
' phenomenological investigation is th‘a?'it provides %‘nsight‘s o
. ’

into intentional structures and meanings which contribute

il 0

) - ¢
to form the subjective elements af experience.~ It is my

hope that these insights can have implications for teachers -

of, art. ‘It is_also my‘ hope that tHis study wil% trj,ggezj‘ in ~
‘art teachers reflections abﬁut their own experienee in theé . - /
class>oom. ‘Others can join me in questioning and probing oo
the meaninrg gf art educati;x activities thréugh the act of
co-meditating upon the significance of their own clagsroom . <

- . A N ) M ! ’ ) 3 '
experience. For I believe a more thorough‘\‘understandmg

A ) . S
v ™

T.
s
~
.
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of {subjective elements of experience can aid art teacQ%rs

255. -

-

gain insights into intentional structures and meanings .
Ty 14 -
operational in their own classroqg;u

< )

Another example of the way in yhich meaning can change .

withinf the conte*ﬁ of experience, and which can have y
impli étions for art te;chers, was in the students'
understanding of value™n art work%.- Their earlier P
c;nceptions of vaiue were of an objéctive nature, which -t
equated the value of an art work with one of a mohetary-"
natu;;. Follow1ng their involvement in-this pro:ect, the .
value they attribute to art works now -involve deeply felt
emotions of a sub3ect1vé\nature, such as "feelings" and,
"mood". Here again one meaning is éuperseéed by ano;her.

The, implications for teachers, of art in this coritext is

o

that the students' understanding of theemeaning of value,

which "emerged during this project, can shape their

awareness of value in other, art gworks.

. © P

The mapner in which students reached a deeper

]

IS

understandlng of their Qwn and péers' works, révealed
through class d1533451ons, provides another insight into

students” conception of meanings in art works.
N "
Understandlng the nature, quality and durablllty of -
Cw

meanings, as these meanlngs trauel with the students from
ohe art experience to ano;herS has further implications forr

art teacﬁers. THe students described here took these

©
dsy

constituted meanings from a past experience, and measured

them against the meanings inherent within the experience of
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gpe described project. How well these meanings endure will
depend ﬁpon‘their égrformance in comparison'to as yet
uncovered megning in future experience. The necessary, and

virtpnally incessant search for meaning in art works, on the
[ v
part of the students, can aid art teachers in reaching an

. '

- \
understanding of the process of meaning and knowledge

acquisition. The manner in which meanings surfaced during: e

discussions underscores, for teachers, the importance of

discussions of art works in ciassrooms:

4 ) L3N

1 Areas for Further Study ,

-

Phenomenological research which concentrates upon the

inhgrent meanings in art\classroom experiences, thé nature,

L]

flgxib}lipy and durability of these meanings, from the * |
viewpoints of both teacher and students, could

o t
signiffcantly add to the body of knowledge of art classro

activities.. Longitudinal studies could attempt to track
identifieq mg;niqgﬁas“students move through' educational

. Wevels, to determine which meaningsy if any, enduretin the
light of new experience.
« The 5spect of students considering themselves young

i)

artists,” a realizatiof they had arrivead at through their

¢ Ry ~

. ] . ) ¢
teachers' influence, raises questions about the purpose of
. -
the classroom art experience. Further research could probe
“« B
"beyond teachers' stated aims as to the purpose and. -

‘direction of particular art‘le§éons. The range of

. P ’
classroom interactiong extended beyond the teacher's stated
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aims and purposes. Opinions and beliefs the teacher
initially may not have set out to share, were transmitfed

‘during the course of the studieh experience. Future

research could remain open to t#adhers' unstated opinions
]

L
or beliefs and attempt to teasé them out of the accumulated: ’
data which emerged from the él?ssroom intéraé\ions. A more
comprehensive unéerstanding of'some.unde;lyiqg>influences
whf&h iffect classroomrinteracfions may result from such
investigafions. Research couid also be directed toward an
e inafion of\students' undg%standiné of their role in an

art\class. A more thorough understanding of students' '

—

perception of their roles and behaviors could aid teachers
and reséarchers better gauge the effect of various téaéhing
‘ méﬁhods and strategies.

Continued phenomenologica® research involving the a (
concepts of intentionality,‘constitution, horizon and
evidence, into.classroom discu;sions about art works, has
the potential to yield a comprehensive understanding of
students' attitudes and beliefs concerning such works.
Further research into different perceptions of the:.same
event, from the viewpoint of the teacher; and from thaf of
the studentf, could aid in identifying where léarning may
be deflected by misunderstood meaning.

An obag%yation by Max Van Manen concerﬁiné a

4

phenomenological form of kfbwledge helps bring this study

to a closure:
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Some argue that phenomenology has no practical value

because "you cannot do anything with phenomenblogical
knowledge."” From the point of view of instrumental
reason:it may be quite true to éy that we cannot do

5 - anything with this knowledge. But to paraphrase

Heidegger, the more important question is not:

. “

Can we

-

.- wonder: Can phenomenology, if we concern ourselves
with it, do something with us? (1982, p.»297)
Aséuming Van Manen's question was not intended to be

Il

entirely rhetorical, I believe that phenomenological

24
ey

knoWwledge can indeed do somethihg with us. ) ) &
for phenomenological’;23yledge can provide us with -

profound insights into huﬁanﬂexperignée, insights which can

aid those of us who participéte in art education to fqach

-

an understanding of ourselves and our educational efforts.

w0

do something with phenomenology? .Rather, we should //(

B
-

-
L
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