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ABSTRACT

"Joan Walters

N

The Déveloﬁ/ont of a Research MBthod 1n Art Education
and Its Appllcatlon to ClassroonxUse

Nl

e ’

The specific ngeds of research in art education do
not appear to oe met by current methodologies, mauy of
which are drawn from other disoi;iines. This thesis
oroposes (and describes. the application of) a research”

method which is based orf 'the aesthetic response: the
. )

subject's immediate and unique experience of an art object

or event. - Applicgtion of a non-predictive'technique is
seen as one means of estapliéhing d useful base for the
exploration of fundamental problems concerning the nature

of reactions to art works. The proposed method utilizes

4

verbai;;ation; subjects arenencouragéd to shape their
s .

responses in terms of their immediate reaction on viewing.

" The research techniques can Be applied by a'classroom

»

teacher without special training, and the'findings are
' «J‘r‘

pertinent to the methodology ofwteaching and to curriculum

deyelopment.~ No hypotheses are.gtated in aduance, but

‘the data is reviewed in order to suggest basic concepts

which can be studied further. :

. “
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‘ CHAPTER ONE )
- . N ’ . : . ¢
Introduction and Background’ T

Research in art education is in [the process of
K \ - s . ’ . T - ‘
, <hange. .stemming from a growing awareness that traditional,‘

o

metheds of research (usually adapted fromw the ocial

8q1ences) afe not well suited to the/ field. S ch methods

- I3

typzcally emplgy prediction, control, and. gene alization
,of f.lnd:.ngs drawn from-dbservatiqn- '- large gr ups of

subjecta,hin coﬁtrast, the nature o “the ,aesth tic

expez‘lence demands -new directlons methodology, stressing - .

the gniquer;ess of the.in_dividnal arid the personal respomse

,to an artistic object.or event.'
In loolé'in'g at research, ¢ nd in working’ on several °

g
projects in éegthetic and edueatio al areas, ] concluded

that a need exLLsts for improved methods of obtaining '
' 1nﬁormata.onf While developing agest for aesthetic ) ‘-—/

preference, 'I [re\n.ewe.d studies :j.h produced| accurate

£indings in aésthetic ‘preference and judgment and the

R chap‘ge.s.which loccur when controlled .variables| are .

i . ' . 4 ( ‘ .
introduced. But I also observéd that rfo means were 1}
. e [

<y

- provided te d i:ermihe why. ¥he 'g.u'bje ts made the|choices -

,;“ they did, or to determine vwhat the esult's reve 1ed’abou\t

»a .
»

the- basic undérlying factors which ffect resnses to art.
\ " o L. Y i ) » R ‘(




These observations led to a study of the aesthetic -

¢
{

experience, involving a detailed examination of .what . /
, . © . :
happens when individuals view art objects or events.

It became cleer that making a definitive sfatement on the
.nature of art 'is a formidable éaskf it becomes_even more
overwhelming if the field of study is extended to embrace
the full complexity and variety of aesthetic experienges
and art onects.‘ What is art? wnat is beauty? How

!

is intrinefc beauty recognized? Such questions have -
&, .

Qy
defied res#lution.

One means of pursuing enquiry involves the concentration
on the effect of art or _heauty. The questions to.be asked

in this study of aesthetics are not about art or beauty -

~

bu® about their reldtion to ‘the’ viewer. Investigation

LY

focuses on what happens when we look at art, and why the

aesthetic response varies fron/;ndividual to.individuar

v

and from ob]ect to object. .
2

l
Such questions have been neglected in most of the
.reSearch to date. The aesthetle experlence is

‘characterized by its essential uﬁity, uniqueness, and
vy o t-
immediacy. Researchers, relying mainly on methodelogles

from other disciplines, tend to, fragment the stuﬁy of

L

art in order to facilitate its étudyi This approach

' negates the essential quality of the art experiencif

“

its unity.




,on fragmented"aépects without undertaking some of: the

.

' manifestation of reacting to them, but verbal !esponses

. are onefway (and perhaps the only means we have ;eadily

specific areas.

‘ ' 3 3 s L] » L] L]
be augmented by discussion-oriented activities 1nﬁwh1ch

‘A basic problem is reflected here, and its cgnseéuencgs

pervade -art education. Researchers have congentrated

groundwork necessary before they can p{bceed usefully
7 \\ - *

to the study of more extrinsic considerations such as

curriculum development; and the\mefhodology of teachiﬁg.

Once progress has been made in answering basic guestions,

the fi?ﬁings can be applied to research within more

i3

Some tentative steps have been taken in this direqtion"

!

\

but major explorations of new methods of research have
Been dirgcteé to the creative aspects of art; the work g@ o
Beflte1~(1973),is bﬁe example. There is a need to extend
this positive deve‘opment to embrace the area of aeéthetig
response. dqe waf‘to'begiq such a study would:'be to
ihvestigate diféct reactions of individual subjects to -

. . LY
art works. Verbalizing'about qr}.objects is only one

available) to investigate how people respbnd to art.

‘Indeed, certain aspects of ‘art education programs '

1 *

.' ‘ . ' " ) ‘
could al3c be based on the aesthetic response. For

example, the typical production-appreciation course should

.o . . -
the critical and historical .aspects.of art are utilized.

M . x * . *
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_ to entourage awareness of the individual ‘nature of rekponse
E: . - i , ' . ° "- . -
to art. Traditional art .appreciation courses usually
result in the work of art being given a single 'correct'

o interpretation, or factual data is ' taught about' the "

'{ art work. Programs based on the- aesthetic‘fesponse, v / :{ .
1

on the other hand, would llow forea variety of responses e

BRSO

"that were useful t'go both fthe student and .teacher in '

L3N

establlshlng factors that m:n.ght_be otherwise ignored. - -

- " Reacting to and verbaliz ng-about'art products and other 'f o

' -

. -y
visual phenomena - and performing these activities in

- a subj,ective, sensitive and informed way - should be an
integral part of art curricula. i N T

N .
The purpose of this the51s is to develop a research L _

v « !

. method which employs verbalization about art objeécts-

;w E ~ as a means of studying lesthetic response, and to apply ' C oy

[ ’ the method to art education. The method,will be - ‘

»y

descriptive; conclusions will be based on observations'

. ‘ . '\3 .

i rather than statistical analysis of data; although the

latter method is not predluded. No hypotheses will be . .

. ) .formuiate‘d in advance, but some will be ventured (in :

- 1 ‘ ' Chapter IX) after an examination of ‘the data frox;x this ¢ ‘ ‘ 5 "

-1 | . . .exploratory study. The method will be applled to the | . . ] ;

¥ ' ‘ L,study of uniqie’ “art’ experi‘ences, tec}miques will be * . i ‘ !
K appropriate for use by classroom teachers wmthout > ,

traditlonal research traini.ng. ‘ o ' ' o

4 >
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and to curriculum develop&nent. ‘1 C T -
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I : Review of Literature . "-

. . B M o . . s [
- 2

¢ v .

A revlew of’ the lxterature pertlnent to this. problem
¢ .

requlres the examination of three dlstingurshable tQplCS‘

-

" (1) comments from art educators and art educatlon

2t

researchers pbout the present state of research, inéluding

“ ,

their expectations and suggestlons; ’ FUE TP

.
’

o (2) research-wh{ch appears to meet at least some of tbe"
. F" *
. suggested criteria for good art education, with an

ri
o

assessment of its effectiyeness; i ot

\
(3) the phllosophlcal problems 1mpllclt to research

methods which rely on verballzatlon about apt.
An examination of these areas establishes a theoretical

base for the development'of a research metﬁod,appropriate
to the study of art, and applicable:to the ﬁie;a of .

education. - . .

*

(1) Comments.On’Research Eﬁ Art Education

Many art educators - Kaufman, Lanler, Davls, Feldman,

7

@

Efland, Marantz, Lanszng, and Belttei among others -

-

express dlssatlsfactlon with much of the research

N ’ . .

prollferatlng 1n professloﬂal Journals. This sectlon of

-

.

the review of 1itersture dégls with ﬁheir comments on” <

the state of research in art education, tHéir identifieation.

L - ’ . . I




. of var:.ous problems, and the methods )gxich they recommeqi v

-

.as p0931b1e solutions.- . ~
~ [] - *

+ The needs of’ research and the nature of aesthetic -

r kl

experience are sufficxently iﬁ’confllct produce

widely dJ.Vergent opinlons as to hcﬁ 1nformat10n about - ” k

art should be obtalned, Sen51t1ve 1nquﬁry into art.seeks:

1

to~determine the individual add unitary features of

o

partlcular experiences; the ess#fitial response to art .
is 1ntu1tlye and depends on unlquef31tuations. REsearch,
espec1elly the most commori type which relies on ‘
experrmenta? or sc1entif1c methodology, ‘deals in = ,. K\

generalizations, abstract postulatrons,,veriflable

information, prediction and coﬁtrol. The disparity

- -

) between art-and research’ becomes a contentious issue in

attenpting‘edequate research into art processes and
. * . , [ .
experiences. -
¢ . .

Irving Kaufman (1959), in "Some Reflections on
search 1n.Ar Education' discusses this disparity
Y

3 >
between art and research. *

If art is recognized as an open’ended condition,

as an emotiohal 'quality tha® is the distillation

of the passions and spiritual aspirations of man,
then how can this be reconciled with an approach
that insists upon the narrowing of conditions,
making of the creative process a closed affair N
that has delineated characteristics that may T
be referred to and utilized as a stimuli to o
bring about a desireg goal? (p. 14) Q’
The essence of this research is self-defeating if it is-
¢ . '

-

- g .
. . . R .
, o
- » s © . . «}
1 . € i I3 .
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used to separate and 1solate segments f the creatlve

%rocess or artistic experlence in an attempt to examine -

'y
them more easily. - .o .

’

Lanier (1963), in. "échismogeneses in Cor;ten;porary Art
Education", discusses the essential unity ¢f artistic

experience. He concurs with Dewey in ining an:,

]

experience as a response to a stimulys. (In art'Yr, ‘this may

be provided by a poem, a painting, or some other construct.) .
( - . T -

The respohse involves aesthetic quality in tha.t_ it is a

-

complete totality. There is no fragmentation into

(for example) intellectual, emojtionai, and practical
components. 'I‘hese aspects are 1nterpreted in a

4

consummation which is the experience (pp. 15 16)

One possible explanation for the mft created
,between art and research can be found-by examnung the
hls;orz.calvbacl\):ground,of art education research. X

k4

Before the 1950s, much of the research Vwas -done by
pedple in such related areas as p‘sycho;‘lw or socioiog&.
Later,' reseaschers in the visual arts received their
preparation -from indi\fiduals "in thése fields. As a
result, ‘researchers often attempted to adjust problems
to fit methodologles o‘cher than flrst 1dent1fy1ng proﬁlems
-

and then adapting or’ creat:.ng a methodqlogy particularly

suzted to the specn.fc problem (Davis, 1971). rs

NG

- The main trends or patterns of art # mciﬁmn research.




.7' ) ™

. .
as outlined by D. J. Davis (1971) in 'neseazeh in Art

Education. An Overview", have tended,to bé- heavily

; orlented towards psychology‘a?d sociology; inospite of

a substaritial increase in the volume of studies in
recent years, the investigations are scattered and
unrelat]d. ' . .

Ka fman dlscusses this problem in several articles.
It [research] is, by its very nature,

.a manner of categorizing and fragmenting
experience, while art is, in its successful
a:;gzé%s. a synthesis of experience
defonstrating a unity easily recognizable.

(1959, ‘Pe 15)

3

Kaufman (1963) states, "We should regard art education

organically. and its best image is as an art, not as a

)

science or a utilitarian tool." (p. 19) - \\) ®
The reater danger lies in the attempt -
to force axt education into a disciplinary
“mold. Much\of the relevant theory®over
the past three decades has attempted to do
just. that, not always unintentionally. Art
education has borrowed from many sources: - oL
psychology, sociology, anthropology, . '
political science and for all I know, as .
I've said somewhere else, voodoco and
phrenology. The fractured, half-swallowdd
- and frequently errant bits of information
gathered from disparate sources are then
thinly rationalized ,into a patchwork system
- that absents and compounds the art process.

(1963, p. 18)

o . There is too much in the way of data
collecting, collating and categorizing, .-
too much of nuation and intrusion of . .
. mechanical o ating, coldly exposing man's’
. sentience an ssion, leaving them at the d
mercy of a less than human measurement. ‘
(1963, p. 18) ) , X "

-

B



"Edmund Feldman (1959) also sees that the problem
of research in art education lies in the dichotomy
which‘exists'betWéen art education“research‘and other:
kinds of experimental research. Art education‘reseatch
needs "a prooedute which is responsive, to the %ndividual's'
acﬂte sense of contingency in aesthetic sithat;ons“, a
means,oﬁ incorpoxating”;the unique qualities and events;

within artistic situations into its scientific

endeavour.' (p. 25)

*

ArthuriEflandQ(1964) states that- research in art

!

education is limited by data that is not aIWAys applicable

v

to classroon situatlons, by the rigid controls necessary
¢

in Qanlpulatlng variables, and°by a, 1ack of conclusive :
N .

studies. He is-aware that the problems are créated by

kg

the art—sc1ence dichotomy. He believes that research is - ;
not the on&y means of -finding solutions to our professionsl
problems. There is a need to establish theory before

conducting-:esearch. “Théory‘and research are inter- .

related and must ﬁtdceed together to increase our

knowledge." (p. 12) | ‘ : - S

[

This brings us to a second.problem in s;t education.
- . , \

research - the need to establish basic‘prinoiples on

-

Co N . ‘ ’ o
which to base our investigation. Some groundwork. -must

be done before e;perimental;research can be'cafried out.

Many artPeducators'are.insistipg that this be done before -




s

. -

“minimize the danger that artistic behavior can be

[ - o v B QT A ETTRORETY L ey

we go any further. The researcher's own point of view

‘is a necessary perspective from which he can establish

these principles. Feldman (1959) claims that all plans,
v

motives and goals for the teachlng of art are grounded

-in aesthetics; the objectlve of research is to discover

the aesthetic base which afféétg‘the teaching or learning .-

taking place. Art‘researcherS‘must approach pr

on their own artistic concerns, not on behavioural or other
é

psyghologlcal objectlves. Art education research must .

always have some bias since it must risk a relatlve
- .

judgment on excellehce and quallty. "In a,vigprous

research climate, the multiplication of biases will

controlled." (ps 21) - )

Kenneth Marantz (1964) also believes that art

education research must be based on the egtablishment

"of aesthetic principles. "Thus to aﬁéwer,the question

of what the structure of art education should be, we B

\

must first discover the nature—of the art experlence.

s

(p. 213 He also agrfes that a philosoghicat basis seens
to be missing from art education research..-

, Kenneth-Lansing (1962) states:

. o if we: are to engage in research it
is important that points of view be
clarified to an extent that enables us to -

. know our own biases and take them into '
account when they affect our work. This

13
o

LA s DL TP ¢

e
v
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means that research efforts should include
clearly and carefully worded assumptions
about such .things as the nature of art,
creativity, art apprec1atlon or any other
pertinent aspect. (p. 4) -

‘*Judgments are always relative, but we  'must be aware of
’ ~

1

the basis on which our judgments are made and the elements
to which ‘our decieiens are'relative. It is\important to
state assunptions and basic principles.as-;hisvforces‘

the reeearchen,tO“objectify feelings and clarify ‘thoughts.

Through research, the va}idity of the assumptions can

4

be verified. ) oy

Donald hrnérine (1565) in his ?Role'qf Definitions. i
Art Edecetihn" makes a strong case ror the need to
’establish principles on which to bd?e research in art
education. Before the researcher can formulate o
.éueetiene really worth askihg, he must first ciarify

His own thinking.

First he must be clear about what he
thlnka art education is supposed to
accomplish. And, second, what-is even
more fundamental, he must have a very
glear idea of what he means by the notions
of art, art-making,-and art appreciation,
.or aesthetic experience.. (p. 17)

vinqent Lanler (1974) claims that theory in all major

\fareas of research in art educatxon must be established
" before we can make relevant centributions through research
A confusion of priorities occurs when we segment the .

artisgic'unity by dil}gentlx investigating'one-small

*r o




aspect of the. field. Instead, we should be researching

human response to art. He .states, "For the aphorism of

science that it is better .to be wrong than vaque,

post-behavioralism would substitute a new dictum, that

it is better to be vague thaﬁ\non—relevantly precise.”

!

(p. 29) ’ S _
Lanier (1963) feels that throughlanalysis of the

~human experience in art we can discover a general theory

‘of art education, one that is badly needed. .
The most critical*or virtually unnoted
problems of art education research is that
the theoretical framework of our studies ¢
are largely either improperly conceived
or inadequately orderxed o priority.
Until these two .aspec f the problem
~ are appropriately dealt with, art '
‘ ducation research is and will be, for
" the most part, unnecessarily wasteful
and inadequate for our educational
needs, no matter how precise its
~  procedure, or elegant its de51gn.
(1963. p. 30) .

We must brlng together a range of ideas into'a ciearly

articulated whole and use the framework of the visual

r
aesthetic experience as a starting polng. "If any aspect

- of -art educatign is a critical and vital area for 'research,

it is this'One‘; the nature of the aesthetic experienee.“

’ (po 16) - . : s ) . T
Over anq bver again, and from many sources, the
message is cléarly stated: we . must abandon, at least

a

"for & while, the fragmented expexlmentaI studies which .




o

‘experlence. The essential unity of the artistic

'flndlngs relevant to population or samplee rather than to

individuals: Yet the art.teacher is concerned not oL -

are antithetical to the art process in favour of - '

v

establlshlng some ba51c prlnClpleS about the art ‘\\k\; - c e

; T
experience 1s not approprlately served by the experlmental \

)

methodologies; when we ‘have done'somelﬁf the ba51c ' -

groundwork in art education, perhaps we can' return to‘ oL

[

more structured studies wh1ch may or may nogaverlfy the ':x

[l ._‘ . . /

assumptions we have spec1f1ed. ‘ -

Wallace Stegnera(1958) summarized these, points: N

What anyone who speaks for art.must bé prepared : N
. to assert is the validity of non-scientific - ) :
» experience and the seriousness of. non-

verifiable insight.. Art'gives up any claim

to verifiability, gives up limited and ., ' . .. .

controlled truth, in exchange for its truth-

in-context,  truth by confrontation and = . AT
recognition. (pp. 10- ll) ' . . i ‘ i

. A further reason why some present research is not
satlsfactgqumay bé that studies employlng hlghly complex .

\htatlstlca methodologies are not approprlate to the tea

at the classroom level. Mbst researéh_of this type generates

= - oo ~ C L e

only with groups but with the concrete reality of a ) R
particular student in a particular srtuation. it is ,
at the claesroomylevel that the usefulness of all
research findings is‘ultimateiy determined. If regéarch
is to be relevant, hqre.claeséoom teaohers heed to be R

-

ablg to pnderstand the studies and apply the findings.




The concepts with which research can ?egin need not’

be obscure. Anyone involved im the arts holds cerﬁain

ptions about art.. Just as

*

.but which nevertheless affect their behavior, so unconscious

a . .

assumptions of an aesthetic nature affect the response to
o .

- e ! ..

art and the teaching of art; they may be"assumptions about

the nature of beauty, cri .éal standaraé, originality

or other matters. It is ese assumptions’ that should’

-

form the basis”for art education research, but they tenéto

. *

[
P

‘be ignored in favour of mj?e easily defined problems r

perhaps because those pro lems are easier to solve using
o N , . ‘

existing methodologies. If net¢essary, research methods

need to be adapted or new ﬁethods_developeq in order;to

solve these more general, less restricted, but more

relevant types 6f problems, .

'\\Tﬁ is important to investigate concepts that are
close to our Everyday experience and to employ simpler
methodologies in research. Many methodologies do not

require spécial skills by specially trained researchers

N .

but gtill have the'capacity to uncover relevant and necessary

.

information about some of the basic problems or concepts
affecting art gducatian: the nature of aesthetic ?\

’

experience, cxeative thinking, artistic process and the
\ : _ P

4
=3
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like. Methods like formati&e or procéss‘methods or’
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‘in the following directions:

<

N.; »

s s . . . :
" participant-observer studies might be more suitable for

{
a2, Ed - Q

some research invést gations because they emphasize

processes oxr means of achieving ends, rather than outcome ,
¥ Q"

3

or terminal performance. f

- [

- It is often suggested as well that more reSearch

should be done.by classroom teaehers for. their own purposes o

-~ -

or as part of-research teams. The questions that need to*
be asked\in this- situation concern what the student is
"doing, how he is d01ng it, andfwhy he is doing it.

Teachers should use research technlques 1n order to discover
what they are doing, how they are doing 1t, and how they,
can do it better, With this kind of inquiry going
onrin the classtroom, meaningful research problems can
be for&ﬁlated, valid conclusions drawn, and éractical_
aﬁplications found. ' |

The weight of critical comment suggeéts that’ future

developments in art educatioh research should proceed -

’

(a) art education research requires an approach . -
which takes into consideration the'unifiedz
subjective immegiacy“of the artistic -

" experience rather than one whith segments
the essgntia} unity 6f art to facilitate

. - its study; . - o




o

et

develop’apprdpriate methodolo&ies:

| . N . ) N o

(b) i before a detailed study of art education
j can proceed, a philosophical base needs to

| be established and certain pasic priﬁciples”

need to be formulated so that consideration

roT »

4 ° .
- | .0f more extrinsic matters such as
ns:

methodology and curriculum development - .

can proceed from these findings; o
. . N . -

(c) new research methodologies need to be
developed which are simple enough to be

| .
employed at the classroom level in order,

0

that théy'may serve broadef functions and .

, ' be more applicable to,ﬁ:actical'situﬁtions:‘
! ,

/Once we accept the need for art education research to
e

¢

move in these directions, it is possible ta adapt or

-

°

« {(2) Review of Other Studies : . .

v . In order to adapt or develop a research method, it
is necessary to examine and evaluaté stgdies whicﬁ.appear
tb be appropriate to the aims that have just been
expressed. Some of the studies to be described fulfil
onel?r more of these aims, and others use methodologie%

which are apprdbriate to these aims and may be incorporated

into the development of .a' research method. n?gsearch

methods to be reviewed here include verbalization and

interview techniques, content analysis, and participant- '
\ . . A}

134

observer metbodologies. : -

»
- . . ' -
- -

‘ -
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One of the foremost researchers in ‘art education
today is Kenneth Beiytel; this section bégins with a
feviow of his philosophy of art‘education research and
é detailed description of one altérnate method that he
proposes for researchrin art education.

Béi&éel\(1973)'expres§es dissatisfaction with certain

types‘of research being conducted in art education ard

e emed

suggests alternatlves;;»He feels that experimental types
of ‘research which.relyggpwpsychglogy, philosophy or
othei disciplines for models an@'methods-are inodequate;
the alternatives he, presents are more qualitative,
‘experimental_and pﬁenomenological. He contends that much
of. art education aooiits research has been deflected to
trivial or surface considerations and fails to live up
to the promise of giving greater 1n51ght into the art
process 1tsel£. HlS intent is to promote 1nqulry 1nto, .
art by reuniting the subjectlve and objective components.
Beittel is not critlclz1ng so-called SCLenmlflc,
behavioral or emplrlcai methods per se, nor.does he find
fault with computers or syste' analysis useq in research..
What he does criticize, howevpr, is the milieu which
pushes.only thes;, which beii ves that all the facts
vprﬁﬁy of study fall within its boundar;es.x This milieu
is dogmatic.and dangerous. He feels that art education

requires an'apéroach which deals @iyh the experience of




0

.interhuman :ntultlons, patterns and lnfluences, none of : o

- ¢ LI

art and penetrates closer to the unique, lived:event.

Rather _than searching thrOugh existing methodology =+

and attempting to apply these techniques to the fleld,

we must resort to more descriptive and pbservatlonal StudlES* . e s
and then proceed-from there to more controlled mathematroal

and experimental methods. We do not know enough abogt'the

artistic experience or the aesthetic situdation to have . ¢
. 5 .

°

. clear-cut_ ideas about what we should be examining in -

4

. ' e o
more detail.

[\

Inquiry into art attempts to come to grips with what
is unitary and individual. SenBitivity in inquiry into
art ‘depends on closeness to the,expressive'Qr.aesthetic. T
situation or group of situations which it seeks to describe:

*

The clues to knowledge of expreséipn or appreciation*are

whlch is degradable by the reductlonlst methods ¢mployed

3o

to investigate the general through abstract unlversals .

? 1 .

ahd formal operatlons. Beittel invites unique accounts

and a;lows the viewpoint of the researcher to deflhe L .

B

his own relation to the events he is trying to understand, o

even though this would be called 'contamination' in some

behavzoral studies. There are assumptions and pre- . . }

suppos;tlons underlylng one's search even before it is s

.

begun. The fact of perspective can be useful to,the

researcher though he nust takerghe;perspective itgelf

.

into account. ; - ) " ‘ -




?

Beittel compares the app¥oach of an anthropologlst . .
w SRR
in studylng a forelgn culture (p. 119}, who would not . . . -

r 4

LY

<

, ’ ‘ approach a native with questions about abstract general

rules. The preferable approaCh would be to obsér e:a S
N - o ' : i :
- . real occurrence in the life of the native, whic ecomea -

.

»

the stlmulus for oplnlons and information concernlng the . .

- '1 abstract concept the anthrbpologist is proving. By this .

. means, over a number of occaSLOns, 1nformat1on on a ’ » 0 ‘
4 . k N

certain’ issue is rounded out. ‘It then can often be seen , ’

that such infqrmation ie part of some more comprehensive

N

- - abstraction.

- A f

. Beittel's purpode is to maintain and foster . -

- ' meaningful dialogue on art education through.a blend of

. i . understarding, knowledge, and,unique expressive .

: . . B ) S 3
e situations.. - - o . .. ,

. N . ) . . o - ‘/ .
- : . An examination of a research methodology as - . S ﬁ%

) elaborated in Alternatlves to Reseasch in Art Educatlon, .

.7 . (Beittel, 1973) will yeveal how he ac“le"es these: * o

objectives. This method creates a situation in which * .

the artist's stream of consciodenéss 35 yevgaléd in .

o B ‘ * association w1th a unlque expre391ve s;tuatlon (p. 17). - I 1

- a
~

An iQQLv1du y subject (undergraduate student not s
1 - - /)

majoring in‘art) works in a private studlo and draw1ng | “oq o

1aboratory. He is allowed ‘to make any drawing He pleaséé

and tzme lapsevphotographs are taken of his work. . -




)

LoV

\
-

. Lo ! )
- The sesgioqs take place weekly, one to two houxs each.

¢+ T At the Eeginniné of edch session, the photodraphs of
3y
prev1ous work are pro jected to stlmulate rec&ll, explore

evaluatlon, and glve an’ opp6rtun1ty for pertlnéht ;
' . / - . ’ e \
£»  reflections. i - : )

-

N\ N

No evaluatlon, dlrectlon, Or instruction is given

by the researcher. oMgervers make notes recording *
.y o . AT .
‘observatlons;_ current drawing behavior,’' laboratory
. v ) \

s ‘ ~ ‘ 4 .
condlt}ons, how the feedback proceeded, and other relevant
features. gge istant and the researcher\hre free to _ s "

ask npn—leadiﬁg questionsg to ascertain wqu is taking

place. The student knows he is‘foLPe self-taught and ‘
. 4§g1f-direct?d in the drqwinghlab, $® he can bring in or ".
ask @or anything important to his’work,‘aﬁd he kmows that

S
v he w111 be questiomed concernlng his drawmng processes \

i " and the relatloqshlp of one drawing to another. The art
S products 3;e labelled and the rgcords prodesééd.' Thé\;y’x

'1nqu;ry ahd’ recall taklng place are recorde%/and converted.

R <»

T ose " to typescrlpt.

} . - ‘ \
The artht 1q this 31tuatlon is involved in a unique

L4

3 expressmve 51tuat10n. He is.revealing hl% stream of

¥ .consciousness Wlth ‘the partlcipant-observer asking

”queqtlons to gain access to the external evénts'ﬁnd o ——

:Qg gﬁidance' systém at work. Typical questions are:
i < Lo - .
(a) Did you have the whole idea of the Cl\

landscape in mind?. (p. 29) :

[

[ ) “ [




(b) Did you knoy what was wrong there?
’ (p. 32) 4
> : .
Using the data eollected in this way - the visual data,

~

the video—tapes, the sequential photogrephs, the observers'

notes, thg transcrlbed tapes - Beittel then attempts to

analyze and 1nterpret the datquto determlne exactly what

lprocess the subject went\ghgough from beginning to end:
‘ . . '
which concepts he mastered and how he mastered them. The

concepts are analyzed and stated.simply and directly; for

- -

example, from the case descrlbed in detail in his .book,
.these concepts were expressed by the subject and then
stated by the researcher°

(1) the artlst s confidence in hlmself and

*  his own(feellngs guides his expression; .
{2) departure froM-realism in itself can be

- expressive;

(3) a pervasive mood organized -and guided
the drawing process; and

(4) under a peryvasive mood and open mind,
"'new methods will emerge in process.
(p- 63) ;|

Beittel describes his process. as follows:

assumption - designation and description - °
appropriate data - establishment of explicit
set of rules for interpretation - abstraction
according to, guiding set or ground rules, with -
evidence supporting the abstract properties -
simplification of abstracted properties into
still more abstract form - analysis of
comparisons, sequences, reflections against

a time~line - development of superordinate
concepts and the like - summation and
_interpretatlon - critique of the process.

(p. 67) .

A}
I




AN

. coming with foreshadoweg problems and EL}ng more attenéwve

"The hypothesis is not formulated in advance with a
. ¢

methodblogy later adapted to verify 6: disp:ove%it, as

>

N .
in experimental studies. Instead, a situation is created

"“ .
in which a unique expressive experience is enacted and,
[ » a

through a participant-obseréer, data is obtained about

that éxperience. Then the\§ota is analyzed and conclusions

are drawn about that partic 1ar,experieﬁce¢ ‘
t ' R .

The researcher has great responsibility in research ”_

!

£

of this type and must come to the work well prepared. 4

ﬁj training, thzbugh studiés, through' theory,’he brinés

1

problems with him\fgaa areas of study which interest him.
These perceivéa goals must be constantly revised and ~ | {
willingly changed as experience. and evidence dietate. C 4
) g . -and ¢
*Precon%eiqed ideas are pernicious in any scientific

[y . -l.q‘ .
work, but foreshadowed problems are the main "endowment
Jf a scientific thinker.® (p. 119) ! - v
o Secondlyp-t}ne re’earcher ‘must have his eye o th\e\/

totallty of the phenomena c0nfront1ng him. Thus, .

to one aspect of the problem than any other, he mus;ﬁnot

artiflcially restrict his atten&ion,. He must pay .
attention to the commonplace as well as the dramatic,

ﬁ’ﬂ be cog:ent if nothing at all seems to be happeﬁing.

He cannot restrict his attention in gspite of his special
interests, g‘r he whole and part are presupposed by..



! ‘) “\" . . - ’ .
, each othér. He must find what laws, regulations or .

patterns there may ‘be by exper1enc1ng them.ln operatlon,

'y ~

. for they ﬁ%ve no a Erlorl formulation. They exist in

2
t

-

the lives of the persons stgéled, but not in a

conscious sense, so the subjects cannot be questioned

. oL, . L.
outright'aﬁiut them. It is better. to proceed from -

4

, concrete ocqprrencee within the lives and works of
. - B --\

¢

artists to a method preserving their perceptual viewpoiﬁ%.
Beittel (1973) ‘states:

’ We are creatuyres who deal. symbolically
with our own experiencing..  The existence ofs
art as a dynamic process guided by an-object
flndlng his path in the expressive real

. world is the ground concept we must accept.
Else there is no art and we study something
else. The.artist is not a rock,, but a man
creating meanlng. (p, 67) - .

. So far, this descrlptlon has dealt only with the
indiv1dual creating art. Belttel prefers to start here
before moy;ng to the more complex formal art-education
setting. The alternatives are~organized to begip with
fhe micreuniverse of the single artist as ehe subject of

:inquiry and proceed to thepmecrouﬁiverse of the complex
formél aft education setting with itSAusual complement ‘
of teachers, students,; spec1a1 school enyironment,
curriculum, instltuiional organization and commun y
forces. We mueﬁ unaer§tand the microuniverse~before_we .

can begin to examine the maCrouniverse - €oo much of art
" . ’ - » N »

education research is concerned with the aspects of the .

1




[

macrouanerse when no firm base of understanding has been

-

establlshed at the level of the 1nd1v1dua1

- A confligt arises in relating what ofn be 1earded

A

about the individual to‘generallzatlons about the group.

It is a conflict between inadequacy o scope in which

one adhits to tea littde (the individual approach):and
the inadequacy of precision in which one admits to too

much (the group approach). However, Beittel contends

that the concepts; are first discovered in action in a

. series of drawings by an ‘individual artist, largely

K

AN ‘ . .
 cognitive processes, underlying the comprehension and

, v e
apart from 9 group context; once these strands have been

1dent1£1ed‘ they can be followed into (and perhaps out
of) the group situation. ’ . ’

Beittel argues for a kind of pluralism of approach.
\he conclﬁdes that there is a diversity of\world views
which are, undogmatfﬂ autonomous and cognitively
adequate, and he argues in.favour of thlS dlver31ty e%en
while worklng to correct imbalances and to underllne the
strong conv1ctlon he feels for the methods he uses.‘

Qulte different from Beittél's approach, but also
signlflcant in the development of art, educatlon research‘
is Harvard Project Zero, begun in 1967 at the Harvard

-~

Graduate Schoo® of Education. This project-has sought,

-

to clarify She skills and abilities,- the perctptual:andj

i

]




-

-

3

L)

. production of art. ‘Its techniques range from the initial

'

" cleering away of prevalent misconceptions end the ‘

elarifidatioq of concepts. to psychological experiméntati;n

and the study of clinical work on the brain. It
“includes actual field work in educationai instit3£ions

g ‘ané the arts. ﬁhe researche;s invelved in\the‘p;oifct'

are aware that there is-very little qeﬁeral and comﬁunicable

'hardtknowledge' abou% aesthetic endeavour, but tﬁey are

.‘comm;tted to discevering some of the miesing information

e

-about the natgre’of art, varieties and interaction of

ﬁuman abitities, the’nature'of thé‘taske invoivEd in various

arts, and the~ﬁeans for inculcating or’fostefing the _

ablllt;es requlred to perform such tasks (HOWard 1971)
The work done for\Harvard Project Zero is based on

the ngloth'VIEW_Of art and the ideas of the noted

ﬁepistgmologist,'Neleon Goodman (1968). AS an alternative

' to’Langer{s claim that art has meaning and’' that the medaning =

reflects its relation to feeling (that one attains to a
knowledge of feeling because its form finds an analogue
in a work of art), Goodmag s major theme is that aesthetlc
’ experlence is &ognltlve ‘experience ~ distinguished by

" the dom;nance of éertaln symbollc characteristics and
.Judged by standards of cognitlve efflcacy. He clearly ;
makes a cognltive claim for art and  proceeds to show how

cognitive functioning in.art is‘to be explained.

»

P
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Aesthetic’ experience, according to Goodman, involves

making delicate discriminatiognscand discovering subtle
relationships; identifyinhg Fymbol systems and deterﬁining
what these characters denote.and’exemplify; and

lnterpretlng works and "reorganlzlng the world in terms

" of works and works in terms of the world" (Goodman,

1968, p. 241). In Languages of Art (1968) he develops a
taxonomy of 'symbol systemsﬂ.in the‘arte and sciences -
accommodating-musical scores’, paintings, speech, print,
graphics,'diagrams, and more - and he suggests that
different types of symbol systems mlght demand different
symbol-processing skllls. o - b
Although the methodology employed in the project
is so vanled that'lt encompasses all types - experimental
and psycholoéical as Qe}l as some of the 'alternate’®
methode:- it is signifioant in that ‘it attempts to study
‘some of the basic nnderlying assumptions which affect the
art process atd artistic response. The most impressive
feature of'the Harvard ptoject is its willingness to ask
some basic questions - questions which are rarely ‘
confronted - about the nature of aesthetic endeavour.
The work of Brent’ G. Wilson (1966a, 1966b, 1970,

1972. 1974) is significant in the study of Jerbalization

about*art objects. He belleves that language - gerbal

descriptlons -'is the behavior whlch seems to approximate




most clearly the aesthetié experience. ~He'conducted a
series of studies which examined the nature of aesthetic
experience by asking individuals to describe their -
experiences with works of art - what they'saw in them,
what they knew abogt them, how good they judged them to
be, and what pérsonal feelings were aroused by the works.
Responses were elicited throdugh interviews, using set ‘
questions. ?he statements were analyzed (conteﬁt-azalysis)
according to individual senténqes. Each sentence was

categorized and assigned a valfie according to criteria

established in the context- of a>single test. .For

gxampleﬁxwilson (1966b) developed a test to measure

aspective perception of paintings. Collecting, verbal
responses to paintings, he cateébrized them accdrding to
a tgxonomy of twenty-eight’ categories to account for
possibly perceived gpalities and aspects of paintings and
the different modes of respouée that subjecté might use.
(The test mater}él consisted of élideé of thirty-four
well-known twentieth century paintings.)

Wilson uses his reséaréh‘péthod to test specific

) F . .
problems related to art gducation; whe;&sr or not

v‘students' perception to paintiﬂés can be dltered.(1966a);
the effect of art training on aesthetic judgment in high
school students (1972): andJ!he nature of teachers’ ‘
preparation for the teaching of art history and

criticism €1970) . DO




anthropological concepts.

‘deals with aesthetic responses and strives for an over-

L4
<,

]

In “Qne View of the Past and Future of Research in .
Aesthetlc Education", W1lson shows (1974) how these

prev1ous studies have altered and broadened a conception

A

of the context for inquiry into art edudation. HE&
concluded that his previous studies had set out to
discover far too little. and that attention to .

categorization of language was too harrow a focus. From

3

the study of in-school language»behavior relating to

aesthetic experiences, he shifted to the study of broad

[}

>

Wilson's earlier work is significant.in that it

!

wiew of some basic problems. However, his rigid use of

-

taxonofies and point scores, though they were always

precise and accurate in design, was perhaps too restrictive

~

in that certain.stateﬁents which did not really fit into

¢

oné category or another had to be categorlzed anyway.

He was 'also more concerned in ‘his method with speéific

'

flndlngs about a certain concept than with the productlon

of further 1n51ght into the aesthetlc experience.

Perhaps it was this rigidity and his self-imposed.

restrlctlons whlch led him to be dlscouraged by hfs

‘

research methodology. ' N ~ ‘ ,

- L4
-

This'method of categorization employed content- °

o

analyslé'teehniques‘which usually accompany tests

-
o .
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employing vefbalization.. Most tests using verbalization’
tend to categorize‘tﬁe statements by one;means or
another;' Two studies provide illustrations 6f the
potenfial use of conientfanalysis methods.

"Changes in'Meaning That'Follow Phenomenological
Analysis" by Hugh W. Stumbo (1970) is a study in which
the aesthetic response is, studied' to éeterm;ne if students
can -increase the significance and meaning of their .

aesthetic experiences. The content-analysis is not only

a means .of analyzing data, but offers students an

o

opportunity to analjze‘their own expeiiences so that

o

the ;ﬁplicit meéning can be broughthto conscious awarehess.
Eisner (1969) employed ‘content-analysis in the

Kettering—Pxoject, developed in order to determine goals
\on—whlch a proposed curriculum could be based. TheSe
ideas could then be translfted into instructional
materials and activities. Although his study does not
apply dlrectly to the aesthetic response, the method
applied is an 1nterest1ng one and relevant to studies

whlch employ verballzatlon.

The work of Barry F. Moore (1973) in "Descrlptlon of

‘.Children s Verbal Responses to Work of Art in Selected

" Grades One Through Twelve" suggests avenues for

research development in wverbalizing about art objects.

.Mbore feels the 'éppreciationf aspect of art’

L3 ‘ . . . 1




. education has been neglected in favour of the productioﬁ .

.are usually asked to ‘respond only to the object they like.

. There is no way of knowing what causes people - to dislike "

31

aspects. He sees the need ﬁo.know how people respond to
works of art before educators can decide how to intensify

the responses people make to a work of art or to their

-
o

&

§isual environment generally: ‘ -

He contrasts and evaljates two methods of : I:*\ =
investigation: _that of artistic preference and that . |
of verbal résponse to works of’art. He cri%icizesf \ N
preference tests for theirwfaiiuréwto give information

about why the subiect preferred what:he did. The problem

with most verbal response tests is that_fhe subjects

certain objects. In addition, the methods of soliciting

subjects' responses to- different aspects of the art work I -

influehcgs these fesponses;('ln using interview " <
teéhniques, it is too easy to influence the suﬁjeét‘s
'responses; If, for example, the researcher asks the

subject if he likes' the colour, the response is

conditioned; there is an increased chance-that the

éubject will respond to colour.

Moore (1973) conducts a study which enploys the

]

‘verbalization technique. The study was: an attempt ‘to

describe verbal responses children made to selected i T

’ works of art before they received formal instruction in art.

]

1Y

I3
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He used interview techfiiques and classified the comments

_made by the épbjects." But he points out in his

discussion that the questions used to solicit the.

: . \ .
_response influenced greatly the types of comments the

[

subjects made. 'He recommends fur;:her research which woﬁld'
see what cllanges occur in verbal responses when the
quest;ions were changed.. ;rhe conclusion vappears; yto be
that questionir;g should be avoided in a verbal response’
test and responses ehould be eligited by’ other means.

g

Gardner, Winner and Kirchner (1975) employ interview
techniques in a s,lightly‘ diffe.rerit:manner. The
researchers, —associated with Harvard Project gero,
believe that the study of children.'s cc:pcepticn of

aesthetics is equally crucial to’ the develgpine’nt of

. theory about agesthetic appreciation and 'abo‘ut the making

of art. The teacher must be cognizant of the kinds of .

1deas that young artlsts bring to bear on art lessons.

) By examining the ch:x.ld's personal experlence w:Lth art

works, one has an opportunity to help broaden or revise
these experlences.
The method 1nvolved an J.nterview techna.que using

a work of visual art, a poem, or music and covern.ng/ a

broad range of topics. These topics had been plamn a

in advance, but the actual ordermg of questloning wa

determ:.ned by students' responSes to each questJ.on.




An open-ended approaoh was used rather than a closed . .

K

series-of questions because the concern was with the -
L™

reasons which underly certaln factual responses.

Questions were phrased in a neutral way to av01d leadlng oL

-

'

the subject. - ) : v

Although this mefhod does employ questioning

technlques, it attempts to overcome the problem of

leadmng the student by making the questlonlng open—ended

It is a technique particularly approprlate to testing . |

younger children who cgpldbnot be expected to respond

)

significantly to anifless directive tecgniques.l
Another research method, the participant-observer =~ o

technique, has recently come to the forefront.of art o ¥

P~
.
s

-

:.

education and has created lively controversy[.' | ;

- Pu.',Pohland ..(1972")' describes this metﬁod as the multi- : &

LLurpose method; multi—person,'multi-situation, multi~

-variable. The methodology characteristically embraces ' . . e 1l

a

not one technlque but a comblnatlon of them. It

, ~involves on~the-spot records and an introspective
» -t , . ) . e
» ‘ approach to extended summary observation Sndlinterpretation.

B B The observer does not enter the field with a specific-set —_— s

Y .- " of hypotheses and a fixed design. His training,
. a . i

" : experlences, theoretical perSpectlves and research. "\ . ,

r = <

3 IR interests’ are;pqrt ‘of his eqlipment. Although there may

& . : be"foreshadoﬁeq'problems"éhese are ‘not necessarily




.

' nx .
At e a1 '-**w"ﬁw Vum v

" of the pertinent findings in the literature reviewed

”

'preconceived ideas'. The lnltlal phases of field work .

[

are characterized by- general observatlons, but‘only
- 0.3'{ - )
after ‘the research has been in progress for Some time

o

do the particular categories emerge. Only then does the

research assume a specific focused character, and the = - .

r a

gfinal ¢hoice of categories may well bear,little resqﬁblénce

to those initially: thoﬁght 1mportant. ?ohland_(;972)

«

states.' ) ,

\ . , .
Researchers in-education, froh art to v . J
zoology have, I think, been so enamoured of
the ngturalistic tradltlon, so overwhelmed by
the sophistication and power of mathematical .
models, and so misled by a singular conception
of what constitutes the scientific method" q
that they ‘have rarely questioned whether or _ .o
i not' the methodologles appropriate in the- »
natural sciences are equally appropriate for i
* the soc1a} sc1ences. One of the consequences . - .- E
of not questlonlng is to permit methodolagies o
to become masters rather than servants. '
Research becomes defined as that which a _ . P&

®

particular methodology will permit. Perhaps -
- this accounts for our failure to gxapple : C, .
" with Some basic issues and expend our CL :

///ggrgles ‘on trivia . . ‘. Slavish adherence to .y ~_
‘methodology denies the birthright of man « , - ' -
and scientist.. (pp. 13- -4 I ‘

°

The preceding-studies incorporate some of the aimS.t"

[

Al

.

T

-and limitations which must be considered in developiﬁg s - .

I _, 4
a research technigue. The following is a summary of some

0 *

P - 8 Y ~
. N

in thlS sectlon.‘ ) S,

[d .

(a) Verbal responses can be a useful means T

of determlnlng information ‘aboiit the -

aesthetic experience. ‘

st -

AR
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-have been "reviewed, 1t is important at this point to

-~ (b)- Rigid systems of categorization and - . .
< taxonQmies place certain limits on what
SN
studies cgh determine. A degree of

uflexibili y must beincorporated into -~ ?
e systems\of) this type. ' | -
, 8y of) ype:_ L. ‘ ,
, 7 (e) Any interview technique must be opens . L
ended and researchers must avoid

< . ’ ’ 0. .

~

. leading questions.

’ - ’ X * ) ..
(d) It is not necessary to formulate : e

_~ hypotheses and a fixed design in advance « .

-
-

. “$#f order to study a problem. .

. » . te

An-attempt will be made to incorporate these findings

. , - . S ' .
in developing a research method for the study *the .
. N : c, [N . .
aesti®eic response. - .,
v 4 ' - .
(3) VLrbalization y . - , .
ﬁ\\\\ince the research method'to be developed employs

verbalization, and-several studies based on verbalization

r - A
<

’

study the merits of verba{;iztlon as a means of - .

détermining infé%%ation abuil the aestheticuresponse. ‘ ' .

n 1

We are attemptlng.te e11c1t overt responses about . ' )
a human phenomenon that is internal. It is generally L‘ o i

afreed that “there are’internai responses to art .

works which are not necessarily reﬁeq&ed in the Subject s

hd <

overt werbal responses.‘ Lt N " ‘e =




The éﬁmplexlty of this problem has been exantined

from a philosophical standpoint by Susanne Langer

s ans -~

(1962, 1967),.M1chae1 Polanyi (1966), and others.

3

N o) . can
A review of’ their writings may lead to a clearer

understanding of the probilems of verba;ization, knowledge,

“and communication of that knowledée.

‘xgzorging to Susanne Langer (1967), man is unagie
to convey full response to aesthetic* experiences througﬁ

verbal, discur51ve means. She sees/arh\st c expreSSion

.as a type of symbolic expre551on which non-

_discur51ve. Because of the unity of a visual form -

[ - - —— e ———a P - - ——

the organic quion of\all the aspects that make up the .
visual experience and tne complex relations between the -
parts which are too subtle for speech - the innediacy

of aesthetic experiences iF'snch that they cannot be‘~
projected into discursive form. -The vital emotional
experience symbolized by the dﬁrk of art is the kind for
which verbal discourse is particularly unsuited. The
discureive symbol is not the on1¥ bearer of an idea;

verbal thought is not the only intellectual ébti%ft§

and conception is possible without language. Somenr

© a

.matters can be conceived‘Bnly through nonrdiscursive .

“means, and artistic expression is} one of them (pp‘¢59-104).

a

Arti%tic expresrion is’ an immediacy, an? dil immediac;es

are unspeakableo(Langer, 1962, p. 77). R -,
. v
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Duke Madenfort (1974) -states that "the unspeakable
is expressed through the most highly developed férm of

the immediately sensuous, namely, the arts." (p. 14)

3 3 N - ~ ] ° ) e
H article draws on the views of Kant, Kierkegaard, "
. J o ,
Be on, Dewey and Langer, to show that the aesthetic

) . experience is.intuitive and immediate. Immediate
phenomena appear as moments of life. There is a direct

~n  vision of the mind without the interposition.of languagéﬂ

» ,
Experiencing is an ctivé* reaching-out into the world

v

. of objects and events in order ta retain a state of unity
| ‘wmth them.v Abstract descrlptlons and explanatlons fail ‘
to convey the real meaning of ouf\deé“‘ t experlences

K]
and relationships.

Anopher’problem that arises in research into the

. e aesthetic response is associated with t d§;§p question

, - of 'knowledge' and com@pnicétiqn of that owledge.
ow ﬁ ’
, Is afk\gﬁgg;m of knowledge and is it possible to
vegbélize_yhat we 'know' from art objects?

‘Benedito Croce (1960) argues that knowledge has

-

: two forms; itYis either intuitive knowledgé or logical .

knoyledge. - He claims that art is the former (p. 212i.‘
\‘F - Efgner‘(1963)'claims-that art is a form of knowledge,

-

» but it encompasses more than, scientifi use

1}

the problem of- knowledge can be considered as .

«
- ' ) -

lencompassing other areas of human experience (pp. 4-10).




-

' Michael Polanyi ] (1966) theory of personal . .

knowledge is that we know more than we can tell. 1In >

The Tacit ‘'Dimension, he contends that our perception

- and our knowledge occur on two levels, one conscious

—_ and the other tacit: He cites the example of our

recognition of the face of an acquaintance. We recdgnize ’1
' . ‘ - »

. ‘ the person by the totality of his physiognomy, but
underlying that recognition is a tacit perception of the

details of his face - details which we may be unable

to describe when asked. He sees all phenomena as unities

of particulars into wholes, with the wholes further

available to be unified with other particulars or wholes .

into another structure, "and so on until the unifying
‘K procees encompasses the totality of the phenomenon in ,
B . N *

all its functions and manifestations. "When we compfehend

-

a particular set of items or parts of a whole, the focus

of our attention is shifted from the hitherto
uncomprehended particular to ghe understa ing of their
joint meaning” (p. 24). The unity which we strive to
comprehenﬁ, however: pre—exists ae tacit knowledge-

Skills involve a largé element of tacit knowing. N -

}.-, . " The point of tacit knowing is that .what. is learned is - v

not articulated in a formal way; the point of calliné

“ )
‘ it"knowledge rests in the claim that neverthefpes it \

L)

) ‘can be taught and learned. The method consists of guided
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practice; therescan be no substitute for experimentil

, : TN
trials. Art appreciation belongs td&.a particular set

of skills. It is a ;kill of seeing ané noticing
certain kinds ofiéualities in things and adopting a-
certain.agtitude.

Harfy Broudy (1971) has demohstratéd the‘applgéggion
of Polanyi's ideas to aesthetic perception, and thé
relationship 'of Polanyi's:.description of theAegtension
of ourselves (which he calls 'indwelling') to aésthetic' -

empathy (pp. 77-106). . .
. /
Many writers, like Polanyi, argue for the essential

unity of the aesthetic experiéﬁcg, Dewe& (iqﬁhl v

believes that aesthetic experience is an'ipdissoluble.

unity (pp. 36-37). During‘tﬁé’interaction of;the

14
subject and object in the aesthetic experience, the .
- . ‘ <. v
environment is apprehended in all of its sensuous -

immediacy. Sensuous qualities pervade experience.

Colours; sounds, odours and so on .are qualities of .

.

interactions -in which our organism and its environment:

participate. They are not isolated from each other or

<

'from the subject which percei§e§ them; becaﬁse of their

organic connections, they tend to spread and fuse with

. | ]
one another (p. 119). Similarly, the subject is not

aware of the pérceived object's emotional, intellectual

and practical characteristics as béing mutually distinctive.

e
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. -of a whole work of art 1s characterized by a topal effect, ,

on the other hand, the analysis of parts or the verbalization ‘

X -
/rg&ationshlps and thus dlsregardlng whatever unified

L o ) S
- Because. of this essential unity of the aesthetic

experlence, 1t is dlfflcult to analyze responses to
art. Separating 1nd1v1dual égctors doés not reveal the
trsth about the integration‘of*the factors, yet the
integration is an integral part of the experience.

Proponents of this point of view would clalm that

talklng about art destroys the éxphrlence of art because .

) the analxq;cal process ‘'0f definition destroys the el - .

( -

wholeness of the aesthetic experlence. Xnalysis probably

does destroy something in the experlence, the experlence

descrlbed by such terms as dlslnterested, emotive, “or

inszghtful. This total effect makes analysis 1rrelevant; -

.about thL work of art is an analytxcal process introducing

*e§§erience is dominant in an aesthetic experience. What T

>

Is, destroyed:in analysis is not the object of analysis - . .
the object of analysis is both the parts and their
® {

interrelationship in contributing to the whole. . -

~

The language used to verballze about art, as in the .
case of the crltic, is not intended as a surrogate for -
the work, but as a set of points which illumina%e

aspects of the work that are likely to be missed.
2 . .

Veroaiizeticn kills art'.Fen the talk is incompetent or. . ;

.



o

&

inappropriate, but not because it is talk. Verbalization

about:art may help us to discover what happens when we -
yi;w art or it may provide the systems for appreciating
the work of art. The choice is not between art
experience and a system for its descfiption 6r
categorization. Rather than having one preclude the .
other, each may serve to eghance the experience iéself.
There are other valid reasons why verbal responses .
are importan; means of studying feactions to aesthetié
objects.
An enormous amount of verbal behavior - in the . form A
——0f-writing, listening to verba;finformationivreading‘Am.
and talking - is vital to learning in the visual arts. . <\;,
» As art behavior exists in relationship with conditions
wﬁkch surround it, .and as verbal language is an impqgtgnt
., condition existing in the environment ‘during situations
which ipvolve responses to art or Ieérning syséeﬁs in
art, the roié of verbal fhnguage behavior%}n affecting

. . .-
H [

responses to visual art becomes an important issue.

An. examination of the area of psycholinguistics
provides some relevant information on Ehe‘vélue of
studying verbal rlesponses in order gﬁ gain insight into
' the artistic process. Eliot Eisner (1965), David Ecker

(1973), and Shirley Bd[ton (1973), among others, make

strong claims for the inclusion of study of this area Ce

L . ~
‘. ~




in the field of art education' research. Eisner (1965)

discusses the effects of discursive language on the

Q

pérceptual process in art and the waye in which linguistic

‘wBYStems structure human .experience. (For example,

‘“hildren possessxng certaln llngulstic concepts are able

to perform perceptual tasks that children w1thout such . -
concepts are unable to perform?) He hypothesizes that »
knowledge of termé such as balue, intensity, texture, ' :
"may enable stu@ents to see visual works of art more

© completely (pp.‘58~62). How and to what degree does

discursive Jldnguage influence what is looked for and

¢

what is seen? Do verbal skills enhance the subject's

) abilitiwtoiéerceive art aestheticeiii?“‘* .

T P s sntdd

David Ecker 11973) sees paralléigtin,recent ' L N

. A
developments in psycholinguistics between the scope of the .’

-a

“child's linguistic ability and the phenomena that art
.educators associate with a child's artistic creativity.
‘Noam Chomsky - (1957) doubts "that children learn their

native language by imitation; he believes that underlying"

¢

structures enable children to speak in sentences according

to grammatical rules they cannot state. This leads

"Ecker to suggest that identifying these underlying

structures may reveal that children's talk about art

.t

is'a major avenue towards ﬂnderstanding their innate

creativity.: Art ’@dizcato;s can. o‘nly speculate a@resent /\
. . i . ’ ‘

1 il 1 N e s ey
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én the possible -connection between the development of
aesthetic form and the development of lingquistic form,
but it is one promising directicn in which art .

education research -should move.

m“‘

Shirley Bolton (1973) believes that an Oral
language has a massive "influence on critical and-
conceptual learning. She contends that a useful apaiYsis
of?the‘visual wor;dlis performed through the experiences °
of verbally analyzing art as well as throwgh making it.
Visual thinking\(the ability £o perceive Jn object or
quality and to express one's own percebti?n':f it ‘ K
'with"sufficiqnt_viéidnesswfb“bréjeEtMEﬁé"~aﬁe image ““MfJV

. ’

into the mind of someone else) and communicative response

(the act of making known, to the best of bne's ability,

the conteﬂt of one's comprehensién, either visually or
verbally) are,twé necessary conditions to aesthetic
-learning (pp. 14-15). Bolton (1970) investigated
the,relationship’betﬁeen visual perception énd oral
languagévlearning. Her study, "A Study of Pe;geptual'\
Growth When Using Contrasted Strategies in Teaching Art ] P
to Rural Deprivéd Children" supported the ‘assumption J/T

, that linguistic evidence can be used to reveal properties’

of human perception and cognitive growth. The aesthetic

experience itself seems to consist primarily- of instances

of‘perceptiop,'and the aesthetic appreé%?tion or comprehension

' ¥




ofsperceiﬁed data and the organization of this‘data in

the mind constitutes visual thinking.' A request that

the perceiver recreate what he does see in one communicable

'form or another constitufes a conscious and deliberate

use of gathered informatioh. In view of this position,
Y]

linguistic development must be recognized as an

‘effective link to ‘perceptual devélopmentv The frequent

’ f
use of language enables the learner to use words as

verbal language condltlons functloned as a determlnant

Y

tools for thought. . :

'

Jim L. Cromer (1973) found that learning in the

visual arts'was affected by verbal language behavior; N

and prerequlslte of performance in the visual arts.‘
The particular-area of art crltlcism, with its heavy
reliance on verbal language, is an important area of

—

study'of the influence of abstract verbal‘performance.

He suggests that further research be done.on how verbal

%

symbol systems interact with visual. symbol systems.
‘Although most art researchers are aware that ~verbal
expressions apout art, objects must‘reveal a great deal
about non-verbal forms of behavior, they rarely know -
exactly what, whx end how. The study of
psychplinguiet;cs is one routeﬁto’that understanding.

Verbalization about art works cannot be denigrated as
' )

" a metbod of research in agt edugatién. :

T

[y
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it beyond the- point where it becomes useless to_the,

45

~In order to develop methods of research which aré
appropriate to the n;eed‘s and aims ofa art education, it
has been necessary té) develop or aga@t/approaches which
take into’ consj.ci.eration the inherent. qualities of the
art experience and to cbllect data bin a manner which
is consciogs of the unique, ipdividual, and unitary <

qualities of art experience. The data must be handled

in a manner which does not analyze, reduce and segment

purpose for which it has bg—zén collected.

It is nec'essary first ffo establish some principles
and identifi some basic 1queétions about what is.necessary
or*appr0pri'ate to researchv in art educatiop, and then
to fing_ eppqugr_iggg _means to proceed. | Studies which
ha\;;_been developed fof this p,ux.':pose often employ _
‘techniques such as particiéant—ébservation or verbalization.
Although many limitations are posed by this type of |
technique, there.is increasing: evidence that it can‘be
effective in determihing types of information nc_)t
easily accessible through more traditional reseaich 1

methodology. The area of psycholinguistics has px;qduced/_

evideénce of a link b'etv}een linguistic and perceptual

, developmepﬁ, verifying {:hat,verbalizatipn is an app’u’ropriate

' .
. -
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.. means to determine information in art education.
I3 . ~ : . . c .
. The accumulation of all these findings can be .
utilized in the development of a research method
i . - .
) appropriate to the specific needs of art education.
- X .
) . - ¥ N i ) ' 3
“ ! . ‘ .
T . b %
v , . ) .o ‘° ] ‘ . -
. « ' b i
‘ \ ’ .\ . ? ’ ' i
- M . ~
= ' . . R * - .
T o 7 ' -
o i s ' ' R - ‘. °
-~ B - - - \ ) B
L] T« - >, - ¢
* ‘.;. - - ~
. ™ “
;. » - 3
3 , - 4
. hd 4 . :
e . a ‘. * oW /
. . v ' * . ¢
) . N z
. A ’ e . ! >
’ ) S - ¢ '_ -
13 “ t . . .
- . ‘ * Y * T
B - - . S . '*‘
. .' . % ‘\L i
N . J ' “ - - ) o e ’
o ' X Ay ) N - 3 " N
’ L3 . ! ~ 'f:/
. v v ) ! ,.L , N . * . ._( »
f < PR [ b - i I ’
& « . , N I . .
7] O - ~ ! e ! . h . - ‘ : R o

- A TR Y S - L‘_ N ,’r\ M :V‘w'-np- o -: “ ‘.W".‘sn LT L e niTe tewa . B T o) W%M*’:’i‘*-nlﬁnﬂ‘{:‘h)ﬁ.'«av‘.‘ w"apa.('}t at wrepb g
? R . N B N R o } . pr g Mg gt ee < . k4
-




CHAPTER THREE

. Statement Of The Problem &
. Q d N . ¢ v ’ ' :

Art is a synthe51s of experlence, demonstrating

a unity that is ea511y recognlzed Experlmental reeearch_
is by nature fragmentary; 1t is a manner‘of categoriging
the components of experience.

If research in art education is to take into account
the essentialyunity of art, there must be a- switch in -
emphasis from studies which have their-grcunding in other
'dlsc1p11nes (and hence may employ restrlctlve experlmental

-,

technlques) to those whlch attempt to establish- some

a

philosobhical base to fundaﬁental problems through more
open, flexible technigques. Secondary issues such as

curriculum development and educational methodology must
be set aside while the focus is on primary 1ssues, such
as the nature of human response to art. Once the basgp

groundwork ‘has been done, ¥t is possible to concentrate

~

‘on 'related issues, or to undertake further experimental

research to verify the findings. ' .
Research needs to focus on two particular aspects

. in art education:
(a)  the identlflqatlon or. determination oq
L\/ ‘xf
appropriate and relevant prablems; and

”
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-

-and as close to the immediate ékperience of the art object

t ' -

- (b)" the design or adaptation of appropriate

methodoiogies to solve those problems.

~ 4

There is also a need to shift the focus, at least ’

temporarily, %rom the study of the creative process (or
problems related to the production of art) towards the

m\

study of the aesthetic response. Research in art

' education based on thé experience of art can deal with a

r//.

broad iange of problems if it inquires into the conditions

that enable learners to acquire new attitudes and

knowledge about art and the artistic experience. Research

in aesthetic résponse should stay as close as poss&ble AU

to the 1mmed1ate, 1nd1v1dua1, unlque experience of /ﬁ
- 'l »
'specific art objects. '

. R .
The aesthetic experience can best, be redearched by

7
L 3

conducting studfes to collect data which is as spontaneous
<
as possible. Although talking about an art work is not
the same as expériepcing it, verbalization is one of the .
few means available to discover relevant truths about
aesthetic respénse. Employing interview technigues has .

the danger that the interviewer's selection and wording

. of queétions may 'lead' the response; methods sucﬁ’aé

-

' hypothe31s is notiformulated in advances The advantagé"

content-analysms can rely too heav1ly on categorlzatzon. o
//""““ *

it is p0551b1e to conduct studies in which’ the




Al

. . “ . N .
‘of this is that the data may provide new or differefit

problems which have the Jotential oﬁ~revéa1ing underlying

_— - 4

truths. —

. ‘N
If research in art education is to be relevant and

practical, more methods need to be developed whicﬁfcan be
i 4 S .
Jgpplied in the classroom situation by classroom teachers

S

without special research training. Many teachers are

S \\isolete&gfrom thl\nalnstream ‘of educational thought

N e

in agt educatlon because of the gperational complex1ty of
. )
" much of the- reéearcﬁlbelng conducted at present.

The purpose of this study is to design a research

<

method\to etudy aesthetic response, taking ingo account
the essential unity of the unique expressi e‘51tuatlon.
It w111 employ verbal responses based on ncounters W1th

. 1nd1v1dual art objects. The subject will shape his own
- 3, §
response ﬂ‘sed on the reactlon to the 1mmed1ate situation, ¥

Y
w1th no hypothe51s made explicit 1n advance.’ Instructlons

to €§b subjecc will be general enouglk to encourage
. |
spbntaneous reactlons which reflect, as closely as

. possible; what'happenevin the actual experiénce. " The
method wilk be simple enough to be conducted in the"

classroom’situatigg, anﬂ’thus will enable more research

to. be,carrled out in that context. 'Data will be reviewed

" s

“to determlne differences in: the responses of the 1ndiv1duals

,to the'partgcular artAworks in order to xdentrfy concepts

“




for further study. it is hoped that findings will have

applications to teaching methodology and\ur’ticulum

evelopment.
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CHAPTER FOUR

Research Design,

B Y

a

'

Type Of Research: Descriptive
c’ . y

Method ¢ R
- @

I

o (It is’ 1mﬁortant to note that this islan exempliig/'
. study. Subjecte\ape objects could be chosen at random,
but they.were selected here in'ordei to make the study
relevant to a specific area - secondary 3ot education - ,
;;nd to assure a degree ef diver%ity in the data. Depending ®
on the purpose for which the methodelogy is to be ﬁi_’
applied, subjects and att objects could be selected with
‘greatef or lesser degrees of control.). ' . ' \\
Subjeets: 5 secondary students (art-trained);

5 secondary students (non-art-trained) - -

Subjects were restricted to se¢ondary school students,

. half of them art-trained and half non-art-tfeinéq in
order to @ake'this study relevant to the high school
‘art clehs:oom situation. An equal number of male and
female subjec;ﬁ were tested. All subjects have simill"
socio-economic backgrounds (upper middle class), and all

. are approximately the same age. All art-trained subjects ‘

. have had similar«art-training; they were taught by the

. Areseareﬁegﬁfor a minimum of two years in secondary school.

Ay




' Procedure: Subjects were shown three slideslpf
art objects, and one'actual art object. They were asked

' to respond verBally to the four examples. Art objects

were selected which provided a diversity of visual . .A

- ' material, with variety in iubject-météer} formal qualities,

media and style. To provide an}alternati%e to the more ,
'typical' two or three dimensional art.objects, a
I . utilitarian object (a Bauhaus chair) was incluged. To

provide a more immediate experience with a work of art,
+ - | Y

/ a real painting was included with the three slides. \yost
of the subjects had probably not seen the art objects
p ‘ ‘ ;

before, but a few of the art-trained students had been

» A}

exposed to the‘slide\of.the Bauhaus chair briefly in
S \

class during tﬁe year. ISubjeqts were tested at thepena ’ .
- I } g of the school year. Subjects were not aware of the <
purpose of the"eét. | , o f:
Slides: (1) Paintiﬁg - The Hunters in‘The Snow - )
(January) ‘
) ‘. S : - P, Bruegelﬂ . Y ’

-

g s (2) - Scﬂlpture - Man—-Cactus No. 2

. ’ ‘ -7 = J. Gonzales

[}

S L | o 3) Chair - G. Rietveld
’ Art Object: (4) Painting - Orahée Horizén N
| " 2 G. Tahedl. | '
Prints of the hbovehare_QZBJiéea in Apéeﬁhik4c.- . C e

~ , !
A ) ) . : Y




Testing: Subjects were tested individually, seated

in a private area with a tape recorder and slide
projector. They were shown the instruction sheet and
given time to read it carefully. The instiuctions,were

printed as follows: \

You will be shown a slide or an-art object
for a period of two minutes. During the
time allotted, make as many statements as
possible about the-object, saying whatever
comes to mind wheh you lesk at it. There
can be no right or wrong statements. .

No additional information or instruétioq5 were givéé,

© except that the éubjects‘%ere informed that they did
not have to speak constantly, there could be pauses on
the tépe. Subjects were timed to allow exagély two
minutes to respond to each art work. The reéearéhef
was not present during the testing, except to change .
slides and present tﬁe painting. Kﬁattiqnal information
on the subject's background was provided by a simple - -

v

. questionnaire. (See Appendix A.) ©

Analysis Of The Data

. N ,
¢ The recorded data (taped)*was transcribed into

.

typescript. Every word, expréséion. and. pause -was r:f’ﬂ

H

included and ;he~two;minute statements were divided\

“into indiwvidual phrases, each one dealiﬁéxw;th only one

aspect of observation about ‘the art ébiect:

o \.,4 -
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Each phrase was numbered to identify the subject,

art object and statement. For example, subject 5,

1

slide 2, statement 9. . ’ .

. To aﬁafyze the data, two sets of s&%ﬂaries were
made- - N ¢ ' . !
. . o : \\\ -
(a) The total group response to each example was

summ;}ized to .examine' the parameters of th -
. = responses to each example, and to focus on t

similarities and variations of responses to

 different art objects.
S K ’ (ﬁ}/ The individual subject's responses to all
. | “ thé»exémples were summarized to»de;érmine each
\ . : ' « ' subject's range, style and emphasis, in 1

. " response to the group’of examples; and to

compare and contrést théyresponses-of‘the ten

- * subjects. Since no hypotheses were formédd}n
P

e

- .advance, the purpose of this preliminary s¥e
. | was to find trends or concepts in the responses
which couid be the basis for further study.
v Oncé each concept‘or hypothesis or general statement .

e [ LR

has been tentatively formulated, the method can be applied

‘again using subjects and objects appropriate to the

particular concept to be invesfigated. The second step'
is not takgﬂ in this study, but‘suggestioné are’ made 3§s,

to how this could be done, and a specific example is

B TR T e ¥
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provided in the ‘pilot study, "Subject Matter And Form
In Viewing Paintings". (See Appendix B.) The use of

statistical analysis to determine the validity of

‘results may be appropriate 'if the problem séudied is

specific enough. In most cases, conclusions could be

drawn by the researcher based on observations of the

data. o

‘

There are two steps in the analysis of the data.-

The preliminary step is to apply the research method

to identify relevant problems; the second step is to

4

apply the research method under more rigorously controlled

conditions to reach conclusions about those problems.

N

In this exemplary study, conducted to explore and

-

illustrate a research method, information gained is

inconclusive. - The small sample of ten subjects employed

here is appropriate to this exploratory purpose and

would also be suited to classroom use by the teacher.

v

However, to reach cqnclusibns, further tests would have

to be cquucted.
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’ ~ CHAPTER FIVE

| | Art-Trained ' ’
Subject One ‘ ‘ AN a - . E
- §lide Opa. | | l
1) alrlght, thls is a plcture of a, it's a V1llage
scene, um

i

2) eople are skating, they're skating on a pond v
or something ' .

. V

3) and .« there's good balance of colours, ’ ;
the s balances with the skating rink or the
water or whatever it is

4) it's not water because it's ice,.

5) there's, um, quite good proportlons,

6) ‘there s ah, the white snow, balances with the
‘snow, it's like,

7)- you look at it like diagonally,

8) the white snow. and the -sky like 1n‘éhe right C
hand corner kind of balance out .

89) there is good use of colour, a lot of white, the K
10) " the black trees.stand out and. they stand out

11) there's, alsq like complements, used,

"12) 1like theée -xoof of the house‘to the far left is
orange or 'red, and then the skating rink or )
pond is a . . . is green// _ : .

13) it's done in . . . like'fhe painter painted
, % what he sees first like ‘the largest, like the

a man, the men with the dogs was painfed largest
cause that's‘what he's closest to and/as _ .




LY

14) we move further away, everything becomes tlny
=To) that'almost at the end of the plcture

15) it's hard to distinguish almost anything . . .
um . . oL ."— \ '\

16) what else is there?

. . 17) there's there's good use of shadow
18) there's some shadows there like glong the
— trees in the front ovex the . . . just the
Qi first hill kind of thing
§ /

" 19) good use of shadow

Slide Two. =
x—» - \ . *
1) okay, this um, probably, this is obviously
made .of iron ‘
A o, 2
- 2) it's a sculptuge .

3) when I look at it it kind of represents two
men . . . N

-

A)L’ghe is face up ‘and one is face down . e

/‘m - . . Ve . &

5 wm ... . I like it because . . . uh . . .
whatever he started with . . .

6) like#you can't. really tell what‘shape he
. started with . .

-t

7} I don't know, I guess it was like a rectangle
or something, you know, standlng up,

AN 8)
: you don't see the original form . . .

. §) also you know these straight lines it:goes
- " on like

lots of curvy lines to ah, Wlike to balance
' . it out . . . not to halance it out but . . .
oh‘ » [ N

L

-t A

but YOU‘Stlll don't see any square' lines and )

L.




11)

12)

13)

14)

15)
16)

17)

18)

Slide Three.

58

o .

»

and on tl?e bottom there, he puts um, I don't,
know, some, little thing there on the bottom.
on the le(ft hand side

there' s a ln.ttle ball, not a ball but a little
shape . . . ..

and it helps to balance out because on the top
there, not on.the top, but like around -half
way through the ] \

r#ght-hand side there s like a little comb
thing,

- R

with positive and negative shapes

cause then you see the attention in there

I don't know, I like it .\

also I like it the ways it's done because you
can see the shadow of the sculpture on the wall.

J

1)

2)
\
3)

4)
" 5)

6)

/
,9)

L. 10)

7)
8)

This is by, this was um . ... done 'in a

certain period and I

I can't remember when it was done but but it

was a certain style '
LY

Ilke they did chairs, like how people should
s:.t, kind, of like, not .

they did chairs.like in the shape of a person .

it's very modern: and there's like a lot of
chairs, benches, everything after this style

good use of colour, *

p;rimary‘ colours, black, blue, red,] m*. . .
even thougii the chair looks hard " ‘\
and there's such, everything is so weird,

it's like'it,

-




. 11)
12)

13)

ﬂ)f*‘ 14)

15)
16)
17)

18)

///19)

s
//

20)
21)
2 22)

- .23)

Example Four.

at the . . . look at it rlght away . o ., ..

59

3

still looks like it's really comfortable
because it kind of looks like the person Just * "

‘®» kinda flows into it

like you know your back, it looks like a good
incline position for your back, and your bottom
. . . and your legs are inclined ‘ ,

your arms can be straight, . o
and I think it looks pretty comfortable, ' S .\\\\\

um, ‘and he also does, I can't remember who it
iS ’ LN ' . »

but he started to do all thaty.all those
chairs, a lot of, it's all architecture,

he did chairs, he did'chairs . . . and uh
benches and he did . . . A

~

I forgot the architect

I don't think he did much palntlng, but . . ..
hardly any at all, but I remember he did all
this architecture stuff

um . . . lines are all straight, hard edge,
with a no, no linear . . . llnes, 4 g

but you can always like, he does it with the
black l#nes 4

like you can see shapes through other shapes .
because everything, ’

lﬁke you can see a red triangle if you look

A 1)
2)

3)

‘80 smooth . . . like the painting and'the

it just kind of flows . . .

Oh, that's nice .. . . I like that . . .

lines . . . _

t
i et

everyth1n§ 8 sO0 . . . like harmonious « o d Y

Lid e ot ot

v
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very nice o - ) N

also . . . rﬁaybe the orange is a bit harsh,
like there's a lot of orange '

but I guess the purple kind of balances that
out . ‘ .

then there's a‘lso the real strip of orange
on the top .

so I quess that wqus .« o .

and you know if . . . if the colour was done.
any other way, it probably would.have been too
‘uch white on the bottom of it

'but the colour is 1ntroduce§ « + « there is
like some bldes, and gr . . . light greensj‘and‘
yellows . . .

I guess the colour is so harsh and

it's not . . . it's not in the middle of the
painting; -it's like, a little bit upward . . .
that it can, that it can be so light:on the
bottom . . . uh .:n .

it's really pretty . . .

[+ -~

I really like that . . « really nice ¢ e .
the sky is nice . . . the sky has some, the
touches of the colours in the sky are also-um
+ + o also in the bottom, but they're just .

éhey're just . . . very subdued . . . On
the bottom . . . h ot

_the colours are still the.same .ﬂ . + like
there's a light lime green and the light
blues ' and a very very light-white

just near that, small small strip of _orange,
ah; .

trying‘ to think; another thing . . ...




it's so 'smooth

I ,
it's like a winter's day or something. it
just looks, e ) T

it's so barren, so pretty ... .
" i

also it looks good, kind a like there's depth

to it, I can't and . .

and it looks, like the white, méét of the white
part. is like the ground, snow or something . .
and the rest is far off, like the .sky.

\,— | 5, ‘.

Y




- . \ . ~ - °
‘ ' ) ' Art-Trained

Subject Two o

-— , 4
' - mwl &« & s, W

-

¢ . depth that Fay.. . .oum . oo

~ . )

- - ) . \

T, 8) but also with the use of brushstrokes, you
) ’ can't really see the brushstrokes,

:I'.*.;-f;‘:‘*‘ < N < 9) Jbut . . . :Lt's more of a hard type ofa thing

2 I L it's not.. . . it's not presented from with

o ] a tactile/qnality . '

4ﬁﬂ ' . o lb) it's more presented from the visual quality

“J” ! s e o um . - N '

.. ' . N [

- . . ‘11) the colours are mostly relatea

t they look brighter

i

4

T ‘to the sky

gréen in the sky and the water.

. o~ ——
v . s v (O TR BN

3

. R .. 43' and there's qﬁite‘a bit of perspective in
. : respect to thewnountains and the hills and -

' : . — %) everything is in proportlon and it creates

7)) and in that respect it is also reallstlc,

. r : '
©. +13) yet there's k;nd of a. . . agreen tinge

‘« ' \f Slide One.- .- .
- : ‘ .1) Okay, this palntlng is ah . .. quite
’ C0, realistic
v 2) and it . . . it appeals to‘the visual sense

3) um . . . it looks Iike probabhy a Quebec artist
o that did this because of the subject matter .«

) o) 6) thlS subject is. qulte a'common subject, it"'s ¢
) ] . one that you would ~see, probably everyday,

2

- +12) the{Eye got some complementaxy colours tOgether

.

A 14) and the ¢blours ard’alike all over 1ike the




Slide Two. ’ .
—_——

c

1) Oh,%this is-a sculpture; |,
’ . .

2)° it looks like its made out of some kind of
metal and . ., . ’ ‘ r~

. “ ‘ ’1\'- L .

3) it's abstrict « « o it doesn't . . . it, deals
with form . . \ '

4), and {t's got some tactile quality because of
the little splkes sticking out of the- sng

)

5) um ... it's got form and depth because it's
three dimensional

»
'6) the artist has succeeded w1§h the three
. dimensional effect

andum . . . it's a little .. . . it doésn't

. look Yike it should be too: big, because it's
qulte, it's not very delicate but it doesn' t
hage the air ‘around it that it should be big '

.« + . it should be, it looks like .it should be
" fairly small, um . . ; R :

. ’
' " =

"8) thls doesn't appeal to the tactile, again,

9) it appeals more to the visual, because it
hardly. has any texture §§ all except for a
. few parts’. . .} :
N 10) *actually lt' e «,o um . . . it's probably
balanced in the téxturqi tactlle qual1ty agd
" the visual, ‘ . .

1111 because a lot of it is. just there for the wvisual
sense, but also a lot of 1t '¥s there for'the '
tactile quallty ] g

W

12) um . . thlS is a probably a modern, this is
a modern sculpture. R .

-, [
v




Slide Thré&e.

. -

' . LR Y

1) - This chair is one of newer designs, the . . - « -

. - - 137]\and then this chair is made just for its

TV,_‘t:he . + . one of the more . . . contemporary
%esigns « « « because of the . . . the way it's o~
uilt _ : .
. { . ‘ B
) /2) it's not built for comfort, like for a chalr,
- it's not built for that ry& .
) h ’ 3) . it's more built for it, it's modern furniture ,
and it's built for mostly probably for the
decoratlve effect . . .
4) and,it's not, it's not what you would have for
— . ' a regular chair
5) it's not comfortable or anythlng, you can't
. . sit in it e s e UM . .
v . 6) I .would say that it's probably quite a few his -
¢ - »things were influenced by this chair, by this
type of style . . . ) 0
< ' ' 7) most of the modern furniture today .. . . ‘
] 8) this relieé on the linear qualities . . . \
e ‘ -9) there's no qurves‘in it, no, . ’ . ['_
. - R . . .
. 10) it's harsh because of the straight lines, o k?
s there aye no curves-at-all and it's built » .
’ T~ at angles, sharp angles . . . um . . . ", . » ' N
11) the ocglours that are used also appeal to the T
. ‘ - visual sense .
; ) S 12) ,if they did, if they didn't put a blue seat
B ‘apd a red back, it would probably be, not be .
' ; Al 80 interesting to look at, probably quite Lo

boring in fact

~

artistie quality.« , : =




Example Four. -

1)

2).

4)

5)

"This pamntlng appeals to the visual sense

« « . Vvery nicely-. . . . \
the use of colour is quite nice . . ..

he uses them juxtaposed together, like the orange
and the purple make each other more vibrant

0\ f
and the same With the way -he uses the green in
the snow, I thlnk it is, or the ground, the
foregroupd

but it brings out the quality

this does not appeal to the tactile touch o« o

it appeals to the sight
'1t S .. . it's Balanced. .. uh . . . théf

the colours appear to look over the whole
paintlng > .

- and the green in the foreground helps to attract %

the attention in the foreground

cause one gets quite involved with the colour
in the foreground, the purples and the oranges
the greens, somehow the artist had to put

- sonde interest in the foreground,

this is done quite stralght it's not really
haphazard

it borders on: the realistic and'the abstract,
it's between the two, probably more abstract . . .

um . . . the colours he uses are repeated
throughout the painting, like he's got the
green in the sky and the green in the bottom
of the foreground and the blies 3ll qver the
painting .

L]

*18) eum . . . he uses light and dark . . .

different shades.
ANV

R}
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Art-Trained ’ .

&, Subject Three

1)

v R 2)

. 3)

. 4)

u\ 6)
v '

8)
9)
. K L 10)

A . 11)

. 13)

5)

12)

, . Slide One.

The impression that I get of this painting
. seems very cold out in the snow in the ‘blues
he uses -t

a lot ‘'of browns, rust colours, the dogs are
rust . . . ah . ., . N

from the man, the way they're slouching,
going- after something.. . . a killing of some
sort

the dogs are hounds of kllllng also .. .

there's a skating in the far background, it
shows 1;ke an enjoyment of some s%ft « o
4 1]

1ike there's a contrast between the two

between the people skating around, frol:.dung ¢
having fun and the difference between the men
‘who are the brown colours and the-dogs, like
killings . . . .

in the far corner there seems to be a fire with
people around it \ -

o
either a bonfire or something catching fire
onto the building

the dark background in the corner near the house
of either trees or smoke ‘

Q

the colour of the skating rink is agein used ‘
in the background of tés)sky . . .

different browns are gontinued of the smoky
colours throughout- toe - .

the snow in-the backgrdbund, it's not all pure
white, it's, you know, spread out ‘more of the .

. colours used in the browns . . .

+

e.4 b

-t



Slide Two. S = ‘ ) TN
] T R ’ R ‘
1) Hmm . . . this is a weird sculpture o

. Q .
2) it's long and(it's thin

F 3) um . . . from the points stlcklng out of the , o
side-of it 4 > '
4) there seems to be a lot g01ng on in the certain ’ -
" sculpture i ' -

5) the top part of it is very - cut out parts - o
, are again used from the point . . . okay . . . : )
- if you cut ont the parts from.the side of the

sculpture where there seems to be strips and
he uses them on the s1de where it's cut off - .

6) and on the side, again there s the strlpes .
' ) 7) pieces deformed . . 4
. 8).(it seems off-balance, it seems to be sort of - T Y
. . _heavy on the top ! S
,; : 9) tﬁq top‘gpint sort of looks'like a cfoss, - )
. ' 10) hmm . . . it's anrse. | ‘ J
. Slide Three.. ) h
;o }_ ' 1) Looks.like a Qery moderﬁ chair . . .
'?' r 2) sort of like a replica of something we've seen f
- T .+ 3) the blue %ood for the back . . . used for the '
. . back and for the seat and the red . . .
. ‘. 4) 1looks like a piece of wood painted .
) .'5) nothing that you would sit on since it's very s
R . - hard to sit on, very pnqpmfortable e eie L

"

) - ‘6) holes are used . . . very cénqtructive

- 2

7) coarse cCorners . . . very 1ike, straight ups
and the gtraight across , -

P v st G g TERL TSV



a

4

9)

10)
11)

Very hard, it's not plllowy, nothlng, you

know, soft . . .

looks like a first design of a chair that he
" made afterwards

just like, a thing in his mind
blacks, ‘blues and reds, basic colours are used
hm . . .

Example Four. - i ’

‘1)
2)
3)

4)

5)

' 6)

7)

8)

9)
10)

11)

~Looks like a scene from a desert,
or, from the light colours used in the foregroundv

t's sort of like.a feellng of a sandy colour
of sand blended in with greens, very llght .« o .

the blues gives you a touch as if you're looklng
further off .

Wntil like the scenery of land when you start
standing far in the front of it and looking
towards it stralght ahead . . . o

the blues is sort of like-a river running -
through

and the straight line crossing the pale greens‘ :
running into, like:'you know, stralght into the
clash of the dark blues:

sort of as if it ends right tﬁere and there's
a steep slope 901ng down towards the river and
it's a very wide river rlght iﬂ
and you see further off ' .

‘closer as you're looking from the top and you
see downwards the river is spread out by its
width and the length

and again you see the borderline from the river
~of the greens which is the shore

-

o Ay oA Wb v wa see 2r e

Werrand I myes




13)

' " 14)

15)

16)

17)

18)

feeling as if the sun is shining down .

and the orange is used and it gives you the

y
r <.

or it's like a lighter area where the land -
where the orange part ,

3
«

where the green is gives you the feeling of
land sort goes down then up where the green is

the bright orange and bright blues right in
the strip to the left-hand corner ‘gives you the
feeling as if,

»
where the pale, where the green and the blue
come like, come'right against each other gives
you a feeling as if the green again goes down
as if it's kind of a hill

»
~and the blue is like a higher hill coming up

\

so it gives you a feeling as if the blues and
the oranges are further.

—

v




Sﬁbject Four

Art-Trained 5

Slide One. I

1)

- 2)

3)
4)

5)
69
7)
8)
9)

10)
11)

12)

13)

.. 14)

15) ° .I have no jdea where

16)

- .

« « « Uh . . . well, ah . . . the first thing
hat I notice in the . . . the gentleman with
he staff in the snow . . . was that uh . . .

-

was that there's a sort of a positive-negative;

not positive-negative

but . . . ah . . . dark against the snow . . .

andso; . .uh .. .I...TI...
immediately thought of Japanese prints *' -

which we had studied somewhat during the year

it's an interesting painting . . .

it's representationgl -

but of a certain style

it looks a bit like a passage from Bruegel or
Brugel )

the European painter, ) , ,

father and son team .'. . I think . '. . um

ah . . . sort of a dreamy quality to it
t H

I .. . I have the.feeling of looking onto:*
this, or looking into this world . ...

I imagine this is a European scene probably . . .

B

um . . . this is something of courbe that's \
very wintery ' '

\ . M \‘
2 C o

'»

e,




.

17)

and uh , > 28 Isaid ., , 1 have the

- feeling of looking into this Painting. ¢
‘ 18) 1 aiq mention the Japanese print feeling in
the trees and in the dogs , ., ,
19) and in the two gentlemen , ., . ah . , |,
against the white snow or the. light blue sky
as the case may be , , ,
20) it al1 tapers off to a horizon point of course
o « - . ah, , .
21) ;how1ng life right to the end of the Painting
22} Oople on the rink, -the skating rink in the
Téground and in the middie of the Painting
\‘Aﬁ > ‘l -*
‘ 23) and then of course’ the indication of dwellings
and trees and what not', . | um . ,
24) apparently right back until our sky beg}ns in_
) ‘the centre of the Painting
~ 25) it'g very colourful , . . it's very pleasant
to look at . .
26) 1., ., . I've lost the words sdmewhat
27) I sure it's the painter I think, - Bruegel
_ Slide Two. . . e
1) an ., . well . | | this is g more abstract
) s WOrk from the ope we've just.seen
%.2) it has @ reaching quality of thisg figure . ., |
- ah . ., ., perhaps an , . .
3) this was Supposed to be an equivalent, sort of

4)




6)

7)
8)

9)

10)
11)
12)

¢ 13)
3 | 1)
S 15)

- e

S 18)

19)

21)

5)

i ' 16)

17)

20) .

1
- -

)
.

pe}haps this sculpture is to try and sum up
man's . . . total . , . a search for identity
- . . in himself'o . . aS he re ) L] - '
or woman for that matter . . . as he reaches
into the air

to try to secure some goal . . . some thought
eh . . . he has a nice interplay of positives
and negatives in the, I say, head region, in
the top of the . . . ah . . . the work

little slots in the actual torso or bédy, and N
then . . . a . . . supposedly.part of the head - BN
o;}whaﬁever the slots that went down is v S

50 we have a positive-negative transition

-

and of course in this photograph the . .-.

the black égainst the whife,. . .ah ... ‘¢
background of the slide and the . ... uh . . . : >

the slots «in the body coming out white . .

it's a very a, really very interesting

~

and also in the leg or thigh region of this

work . . . E
and once again I think of it being a . . . ‘ A
perhaps equivalent to a human form . . . . .

3

we have slots going out . . .

the, the master . .~ the creator could have
had other ideas in mind, but a

the first thing I was struck with was a certain
regalness of pose, .

actually, it isn’t as . . .

hideous as 'some
abstract work is . . )

ah . . . it's pleasant to look at . . . ah . ' * .




22)

23)

‘ N
I, . I .. . sort of get a hallet form
.or perhaps even a baseball player form,

baseball, of course, is somewhat 51m11ar to
ballet in many physical . . .

siide Three.

1)

2)
3)
4)

5)

6)

7)

8)

[
*

Oh, I remember this well,
| A

this was in our very interesting frt history
studies . . . ah ... .

I ... Qee .+« oI ... I .. . endeavor
to say a German person . . .

perhaps in New York « «» I'ma little vague
‘on this s

in the 1930's, a . . . a style_of art which
ah v e e

3

today we look at this chair that I see before
me now

I might say'oh well . . . we see that
everywheré-. . :

fairly'hodern e « » Fairly new . . .

‘but of course in 1930 this was an affront to
the classic virtues of furniture . . . .

. . - .
you know Rococo or Baroque furniture . . .

even humble French Canadian furniture . . .

. ~ :
this was ah . . . very, very modern, ah . . .

it's style and the line forming and the basic
feeling you get from this furniture

this, this furniture which was really 1ike an
art form, copsiderimg, as I said -

‘how new it was quﬁ{}x/aaS‘made in the thirties, -
. N ) )

or late twenties

<

g
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74

16) it's 1ike'an art form, .

' ~17) it's a . 1 . the simplicity of line and form

’ and “colour in this case .
-‘aﬁS) the, the . . ., ah . . . red back aég/seat of _ L,
" the chair is red and blue 2 N .
3 . ’ . -

19) "um . . . it's very interesting, for the time

20) as we know, the thirties was of course domlnated .
: by the depression . .

21) and by of course the World War I and the rise
of Nazi Germany - .

T A y °
o ~ 22) and it's: 1nterest1ng to see what Cqme out “of
‘ it. . . ah . . . . ' o
. ) . .'& , s i '.
. 23) the thought perhaps of an idealistic future or
t 24) things better to come after this terrible age ,
* o e \ ) s ' ' . “
25) could be this simple design and ‘form as was %& ‘
L “ BN constructed by .. .in . . . this-chair ‘
. . . ,
&?: 26) it was matched, I believe, with other klnds of .
furnlture and arch1tectural designs of the time -

~ 27) indeed’ I think there's a house im -Mount Royal . . b
. : with a similar sort of style, S : .

3
it N - S
- : - ) . k
3 1 i
.
. .

} i . : 28) porthole windows, no less . .°, o , ,
3 T - ' % B : - : . : . '
g , 29) kind of hideous to us now, . .

» ! .

4 : . 30) but in the 1930's it was quite an ex01t1ng : T )
S endeavour, to try to do. . - -
A [ ] '
5 - ‘ Example Four. : ) ) ' ...
o . N } $ . S
: S l) ... Ohwell .. ., this is a surprigse . , .
"i : - umo .i{. , . i '
. . o o
. o .2), well, iwseems to be.a’ painting . 'you .
ey -~ notice 1mmed1ately, L L v S




3) in .three sections,

4) Fhere s the base, first of all, I'll say it's
"  of course <

'

5) a winter scene, I would assume, a winter scene i \\M

6) the three sections are, of course the base
* o« « « Which is snow ]L . ,

PN

i?) and the middle which comprises the land,.
8) a.purple and orange landscape . . . W .
‘ .

9) and- of course the sky ‘ S * .

f

10) it's réally sort of pleasant, in away . . . i

. e . . - . - -

-

11) « there's a lot of nicé shading,* ' . . o1

12) "~ pale bluish effect of course creatlng shade in

the picture and the snow p . ' - )
13) ‘-and the different éoloués. r ’ 3
l4)l.it's an interesting approach . B (
15)— 'a’qsestion the artist as a draftsman, ' - .
‘éroficieqt in the world sf art i . oo

. . p

e L

16) ‘but um . . . he seems to, or she has, seems .
to.get around the .problem . .

17) quite well by having, this sort of a shadowéd’

effect of stripes across the‘qanvas N et
18) representing to an extent . . . um NI ‘ .o .
- looking over the land in which we -see the -sky S
and the land and of -course " _- ' L '
C
19) the snow in the foreground.right. beforé’me
‘ here . o e . . .
20) 'nice shading, though, ) . v
21} it's a leasant palnting- "f'it“s not .°

ggnt. . .
tfel:? x*"ﬂﬁ'& . '

5
-‘:."

,‘i,{.u

‘ -;i "




22)
23)
24)

25)

'26)

27)

I ot
I do question the draftsmanship,

but ah" . . it %E‘Eigasané

ah yes, gnd the sky has a touch of green in,
it, of course, -

]

which is nicely dore, ‘ -
the touch of green is not(actually deflned,
you can't actually see, you know, of course, .

~

a green stroke of line, but the°green mlngles
in there and o »
uh . '.'yould répresent some quality to the

sk coe
Yr '

the more I look at it the more pleasxng,%t
is, .

- ' : ¥
ah . . . some quality to the skﬁ}

v

some definition to.the atmosphere glVlng 1t
body and depth.




T - A

»Subjéct Five

' . ' Slidk One. N
. ¥ ‘ v »

1)P In this painting, I fin it\s very,

-~ \ it seems to be txanqull
\ . )
- " 2§ v even though they're hunt'ng ‘ .
F i
- . »
' .%‘ @ 3! phe colours are very sul ued and it's made
§- L - . .in’a ve .« .
. ry
F ,‘, -
R .7 14) the surface‘ is very flat :
. ' 5@ so that, 1}: s . . it's' very quiet
6) wd it doesn't seem to be very rough and
" strong - .
C | ) !
, 3 I 7)1 think the’ artist was trying to get acrosk-
. v ] v just a very ruce um . . . cold w1nter day,
f ‘ 8) and Just show the enjoy¢1e parta of 1t
L - 9) there fs not many . . . um.. .-. different

s

. colours in the snow . : s

9 . - '
10) it stays the same white
Y- s
11) , and this keeps a very clean. fresh feeling
d to the painting, ,
\ 12) whereas if yt;h* put: Ih darker‘ coloursk{t) would
- *give if a more d;gﬂatic effect

‘.

13)- 1 11k{e the painting“x think it's really fresh

14) t“'é L. ah J . . fit's just nlce, and makes
' you feel goo& when }(ou see it :

& . . 1%) . it's not, J.t 8 not, eyen though there's a
’ lot in it,.

yfdo

S




16) .- it doesn't seem to be too complicated
because of how it's painted flat,

17) and how in the background everything befomes -
" more subdued and - 1t seems more vague CL

\LB:) " there's a very, um . . . very big depth in

- , the painting because as you go farther
’ everythﬁag\ becomes much more vague, you ’.
could, . ‘ y

you know that there's, houses in the background
but you can 't actually see them . . .

in theﬁont you can see . . . um . . .
- quite a bit of detail in the dogs and in the

people . . . A

" 21) . even though it's all black you still, yc;u
. get the feeling that it's very close to you

22), in the background you\‘e the mountains how
« « . even though they' re, vague they still
have the-. . Y Tt UL

' L , / AN
. de TWO. Y N *
L ‘ . @ - ‘
% . 7 Un . . . this sculpture to me tepresent& a
* oL _'person reacghing out

' : 2)‘ everything 1s very sJ.mple
3) \zut it s#ill could have a lot of meaning .

r'/&’

: a ' because of how the shapes V. .um . N\ go /’,
; F i towards the sky » . . )
4) J.ine is very iqportant in this ' S
v . 5) the who!e, the whole sculpture is reaily -
) ) ', developed into lines
. ,3-“"«'/ . . r P ] - R Y
R I " © ' 6) even though some are very lprge and some ate N
\ CoL ' veryssmall.‘. . , ,
' - ) Tum .U, . it was used by metal, métal, "it was . 4
o ° .made by metal Ly . .
PR ) . oo .4 .
. . 9 - , . 'ﬂ, . ' ,
( ORI . 8 .
-" ' . :./ X \ ' - " ; ~ 1
. ; -3 o . \ ' .




. 7) I think.that the person who made it tried

! o

8) y it seems to be trying to show opposites
L 4
9) because the face and the outside in the '
volumes have the opposite in the lines . . .

i

10) Tthe texture of the surface seems to be
rough,

11) and it's, it's not a very calm, calm subﬁéct

12) it seems to be; not violence, but . . . reaching'
out and trying to reach something

13) as.,though it needs to do something
14) the sculptor was interested in shapes, he

tried, in between the positive shapes he made
negative shapes so that you have

>

. ‘ ' , »
15) the . . . um . . . you can see negative shapes
and smaller shapes and larger shapes and
larger shapes
16) made out of the . . . made out of the . . . °~
| um . . . metal : B
Slide Three. ) - o ' ©
1) I find that this chair, I ﬁxlike it, \

it s®&ems too hard ‘- { R
2) the lines are too, they're just too straight
"~ 3) it looks like very uncomfdf%able;

4) the colours I also, I find they're .too
strong for a chair )

-
o
]

%) and the'lines, if they were‘softer, more.’
1 curvéd, they . . . it.would look more
_invitifg : ~

- )

i

¥

6) this is not, it's not nice . . . um . . . ¢
tL{

géE“]i&f an art form out of-it




'not only.out of use, because of the way he

tried to get in shapes, and .
~

you can see rectangular shapes, you know

s o cand um . . .

, - '\ "
how the boards are completely flat and

are painted different.colours . . .

the chair to me seems like, it's almost like "
« ¢« o+ um . . . a punishment sort of thing,

it doesn't seem as though it would be somethlng
a person would want to go into . . . ' .

-

I think 1t was 1nterest1ng though the way he
put together the pieces of wood, because it's:
not . . ;

he left the edges loogé, he didn't. try to
make them clean

and the colours show, you could see thé' .
colours from the wood, )
different colours inside and how it" wis
painted outside . . .

* v ®
the boards 1look .as though there arehpieces
of metal . S

5

- péintedtblue,hnd red . . . T -

)

1

they don't seem to be . . . unt ..+ o they
don't seem to be wood ;ike‘the f;ame

»

it looks as though this was™made around the

sixties
e

-becaqu it's the type of. thlng that, almost
like Pop Art because it's something dlfferent.

- = *
QIR e e o .




gxamplﬁ Four.

1)

2)

-

3)

4)

5)

I like this palntlng ‘cause it's ,very
tranquil ..

.

the colours are very soft, they seem.
it's ,

there's a lot of depth towards it . . .

because it's so plain . . . there's no detail
so everything ... . you just . . . you can
see it going into the horizon . . . it
doesn't end :

’ /

T like the way:the colours in the sky and
snow they seem to gorrespond,

and in the middle it becomes brighter and more
intense colours , ,

so it's almost ‘as though you yourself are.
going into that centre area . . . .

" and then afterwards you re just leavxng lt.

slowly .« e e,

I alsq like the way it . . . damplementar;
colours . . the orange and the purple
somehow in all this, very trandfiilness, you
get a»hard area, .-

it's almost like a, an opposite to the rest
« « « to the snow which seems so ‘calm, and
to the sky which also seems so calm . . .

it gives me thd feeling that it's snowxng
and water and y
then it's just in a very deserted place or

or as though it's a beach, that'!kdust going
on .into the ocean . -




’ <y
I find it interesting the way they change
the blues

so it's not, a complete change, a drastic

change,.it's just slowly, because of the blue

near the snow where the yellow part at the

front of the painting at the . . . is slowly -

going into it, ' ;

. | ! B
.18) so that everything seems to be blehding,

o

19) even though there is a shhrp contrast between
t the three blues, the two b%pes and then into

the purple

« f ) f
o

20) " and also the way, once you had seen the sky

)} the way the orange becomes sharper . . .
. ) ’ . P




Subject Six

N,

Slide One.

1) Reminds me 6f . . . ah . ... winter in
Montreal ' '

2) it reminds me of seeing the snow when I
play hockey . . . "

3) reminds me of Lake Placid in New York . . .

4) reminds me of Maine, a small town} . e

5) . it reminds me of, the hunters remind me of
Eskimos, , . . . .

6) tﬂey‘look like huriters, I can't telfk.;. .

. m . . . . q

?) it just reminds me of a small town . . .
that's about it.

’

TN
Slide Two. . K

1) Reminds me of an Indian work . . . a totem
~ pole . . .

2) italso .. . uh . . . the bottom part'bf the
‘ wood reminds me of a cactus in out West,
you know . . . .

3) the bird,'op the object's stand igs.a . . .
reminds me of an eagle

A

4) and makes me think of out West .

5) Inaians-holding an eagle, and the éactus . e »

e

.6) and it reminds me of the work that I always N
see at Expo, ’ .
‘just metal on metal;. -

-
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Slide Three. ’ b,

.

1) Well, this picture 1doks like a chaira. .. ¢

: ' 2) 1like a modern chair, 'cause it's not too . . .
like the other dnes . .'. ’ '

3) it doesn't look‘that much like a chair when
-I look at it now

»

4) Dbecause it looks like it has two sawed boards,

5) one, fastened onto the bottom, and the other
one, which is going towardg the tép

6) and the .-« . ah . .. handfes look . . . are
o . like . . . little pieces of wood . .'. just
sticks . . . sticking together

7) and the,rest of it are just little pieces of "

wood just stuck in . . . )

. S 8) when you really look at it . ... it doesn't
— look like a chair . . . : , e
2% N

o

-~ Exampf% Four. : . ‘ e

>

l) It reminds me of the desert

2) and : . . up . . . it also reminds me of the :

sea . . . )

~ o , A

'3) the blue, 1ight blue, waviness . . . .

. 4) reminds me of the snow because of the lightness
/ . . - ’ . ,

) and it reminds me of a sunset . . .

6) the sun's rays hlttlng . . . over the desert
‘or whatever . . .

, .7) but at first glance it's . . . ah .. . it
- reminds me of the deSert . o o

8) the green remlnds me of e« « «ah .. . just

grass . \

b -
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»

9)° and it reminds me of vastness, empfiness . .

o

10) 1like a praifie . . or loneliness.

as :
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. | <
. Non-Art-Trained . A
. . , .
"~ Subject Seven. . #
. ’ . Slide One. . X / . e -
* 1) It's a winter_scene which shows . D . um )

2) it it's not abstrac

3) because it's not sorta 11ke delicate,  the
lines are more . . . um . . . are stronger
. L

\\ ) \o (] L um L) . . { \"‘s-
-t 4) there's not too much blending and the white

ends_and then the next colour begins

N ' : 5) ,it shows . . . it's very buby with lots o}
people and

6) you can seé the- background pretty good um

» . . n ) .
7) it's colourful, but.the colours are mostly
like whltes,,and greys and £ Rit of red.

.511de TwWO. T " ) .

1) This is a metallic - looking sculpture . . .
2) it's abstract.. . . ‘ ‘ S T oo

3) it looks or it doesn't look like it's
something soft . . . um . . .

-

4) it has a lot of feeling to-it like . . . . -

5) texture . : . it's sort of rough . . . um

. Q) it's sort of long, and narrow . . .

L 7)0‘ it's sorfy of a brown or rusty colour sort -;-.—'~
U of likew .. - o

L |
[ .

: 3.;3‘;&}9’% i3 ﬁ, i o
* b3 R ENR bt
N e
W, N ST e o : n

: - ) “«
r N»;én K y
e gﬁ
R AT T
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) Y\
‘. ' ! N -
- T ‘
8) a metallic type . . . of - . . thing T -
9) you can feél the roughness of it and . - '
10) the different sort of lineé B )
“ ' ~ \
11) and pieces that stick out, it's . . . ah )
12) there's a shadow of it . . . : .
13) it's . . .<éh . . it's three dimensiongl '
. « . You can’ tell . e e . '
, , ~ . ' N
14) . .« it has a rough texture . . . . ‘ ,
Slide Three. - - . S
1) ThiS'iS a . -i . a Chair -‘ (3 . ,
2) it looks like it‘s.madé out of boards
" t . N .
3) it looks like it's very easy to make . . . - :
um . . . ’ ' *
4) it . . . it's. jist mainly bo ~‘de that have R i
been nailed together N ‘
5) the base of it ldoks quit$_egsn to‘makg,é Lo P )
6) it's made of wood, maybe metal . . . « o! )
7) the base could be metal, but::he boards look
like they're wood . . .. N
8) um.. . . it's sort of slanted the seatlng ' .

part of the. chalr . e e ’
it's sort of red, the chk o e

there's an’ angle between the two parts of
the chair- - 3 .

and there's a beam behind the back of it
to support it and . . .
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”

-

¢

w d ‘F
Example Four. . / ’ . .
. . " . .
1) 1It's very colourful Sadi v
25 the 1'Jines '“se:em to blend in with v€ry . ...
3) sorta subtle - . ‘
4) um . .. the purples sort of it just blends,
everything sorta blends right in, the -
purples to darker.and . . .
:-5) " it's got lines you can see where the colours
end at the '] : . ." ,
6) they're smooth lines . . . tgey;rve not harsh
:7) * it sorta looks like land and the . ... the
top part\_is'the sky : v,
8) it's in oranges and warm colours and the - .
purples are cooler ! <
9) and the white sorta looks like a sandy colouy,
y like sand . . . it's gentle . . .
10'5 it's nice to look at | L
11) the &olour combination is nice . . .
By -
12) the combinations of it seem to blend . . .
13) there is not a great deal of detail, it's wiery
simple » - * .
14) you can see in the top part the diff . . .
15) .the yellow and the whlte blended in w1th the
sort of blulsh « e .
16) * it shows a bit of depth, you can sorta see

wheie it goes in « 0o

»
¥
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. - . 'Non-Art-T'rained , |

e % Subjeet- Eight Co . a
a %?‘h ) 1) Okay, I see a . . . two skating-rinks there
2) it's a small town and . . .
4. 3) -there are mountains in the backgro¥nd and
1 ‘ 4) .trees in the foreground . . .
v B : 5) looks like hunters, who are coming forward V

.}* \\ ‘ e e e
Lo 6) looks like the have spears wifk‘. . . Y= v

] .
t

K \7) oh, about a dozen dogs or so

8) and they' r'e on ~top of a hill that's in a
. ) foreground Co. .

. Ve
9) looking over the two skating rinks .

of) . 10) in'front of the skating rinks are 'buildings,
i houses . . .

Il

’ ©11) and on the skating rinks are people . . .

- 12) 1ookg "like they're playlng h key on one rink
N\

13) and just skating around on other . e e

v

14) vve o it's a grey day, very showy, ‘in the
winter - : .

-

- * 15) Qbird‘é’.'. . couple birds ¢ .

y Ir . "':'.'-'ﬂ 16) - one bird flying and ;.the other bird 31tt1ng ‘
A ‘. Y, on the tree .. . . um.'.‘.‘ L e

i J‘

fi:ackground the mountainé are ‘!%

15 * el
B 5 m’b’*" o <, o

%“‘ l‘w Mn« .
. Dy far
e iy o
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e S

oy

-
[
d

£

o
-

o

18) it looks 1liké it could be in sorta

P .1y comes Hawn, andgofﬁjto the left there seema

mountaineous country probably - k\ o )
19) with-a hill in the foreground and ;he g -
' moPntalns in the background . . . ] \

20). maybe the Rockies or somethin§ like this

. . . .
° 2

21) um . ikssort of a grey picture, glves you the el
t

idea i sort of a grey day, sort of thing _
. « o with . . . ah . e e -

-~ e

- ' . ,a-"{ . ?
22) . looks like' it could snow anytime, really . . .g.
- . ] . o : . .
23)+- off in the Tight hand side there appears to] * - S
be a fire burnlng,‘or something . . . not]\ s e
really sure whht it 1s, , SV
24) looks like a fire, or maybe even a cance . .,. | .
. it sort of looks like ., . ..not really sure
25) peoplefon the(tekl seem to be men returnlng .
from the hunt . looks 1like . ... % .
: ' . C By
26) okay, soswhat am I supposedsto do now? .
( T a .
Sﬁde TWO. ‘ * . l‘ ‘
1) This is an abstract as far as I can see . . , ’
%)' it's sort of a blackish-grey colour . . . ‘ o s
ah . s » N ) “ -

. -

3) itmappeare to be made out of metal . . . BN

4) it's tall and slender - . “
5). .and at the top, it's where ;t's skinnlest ’ . i
there s a plece of metal comes '

— -

6) across, forms sort of like a cross . . .=

o t
.- .q}q-

o tg be a- blrd, with wings, Y e T




getting ready to take off,,standlng on a
launching pad . . . }

a
Y

'it curves around, down to th gottom; where

I can see . . , UM ... \ -

. [ b

'pleces of-metal sort of stlcklng out at the

bottom and -\

off to the left looks like .nails stlcklng
Out », e’ e

- } a

(it really doesn't impress me as being much

13).

14)

15)
16) -

t

of -anything, . ) ‘
T ¢an‘t see anything in it

. . -
it mould mean more to a person who's goty an,
idea what it's supposed to be, 1 guess .

.
® .

[y
v

JI don't really know what it is 'f_ w\¢ d/

’

?a

17)

_18)

'19)

. ﬁg -
I can, see ih the background off 4o’ the rlght
of the picture is the shadow of it g
so the light would appear to be coming up
" from the left e e :

.- .
. 4

Tit'a on a wooden base . . .

little piéces seem to be . .:.

. ]

0 Sllde .Three. . e N

1y
2)

This is a plctuté of a chalr o b e ‘

it's : . . ah . . . seems td be, a movable

chair ! 1 ¢ . .

to the way he wanted to sit g

that would move up or down to the shape of
p rson' & , . X N

»
a v )

~

v

if he wanted to sit lower and sort of, more
of a hor;zontal‘pos;tlon he could do that

#
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#  6) 1f he wanted to sxt'uprrght he cou1d just
" move the back
s .; 7)‘ it seems.to me . . . it's made out of . . .
e it appears to Ef wood" ' *
’ '8) ¢ the back of the chail-is painted red and the
bottom of the chair appears to be a purple, .
blue, I gugss . e .
. ; N . ¢
» 9) , and the wood, the- parts' of the chair like the
. arms ‘arid legs of the' chair are made out of;, .
: wood )
' 10)° pieces of wood going horizontal én§ vertically .
, .- s R4 r .
‘ . |
- 11) it doesn t appear to be a very comfortable ‘
. ., chair, i : ' ] ° f
. ‘ :
*, 12) _the sides of the wood are all cut off- %
. \ 13) . and-they appear to give a . . . like d cross- v ‘
cut of 'the wood would be white,
H "o t 4
14) and it's palnted, not white . . . actually’
. grey, and it's painted ) o T
t o - * !
.15) and the sides of the wood are.painted black .
16) the background is blue *
17)’ .

and 1tfs rested on the floor.

. ¢
Example Fopur.

L

1)
2)¢
3)
4)

5)

‘Looks like a desert '

with a river flowing through it

though it could be somebody's back . . .

the sky, the ‘sky is sort of a real hazy
colour

one of these hot, drippy, humid days

t A

~

@



when you don't want to do anything

and then the” orange in the background seemsf
to give the effect of the sun .

God..lg it eYer hot . .,
. and then there's .. . ah . . . the . ..,

goxng right through the middle, looks llke
a river . . .

something 'you just want to,go and dive 4nto

a sligﬁf swim there . . . 'be nice

“
[N

it just rolls . . . rolls along —

¥

the foreground looks like somebody's . . .
the whole picture looks like somebody's
back . . , you knows., . .

A a

. the curves and muscles there in somebody 8
back, and then S m

o

the spine going right down the middle .
I like the contrast in colours .

with, sort of dull colours to nice bright
colours, to dull colour again . ./.

looks really nifty . . -

; off in the green there . . . off in the left
hahd corner . . . seems to . . . sort of gives
you an idea that the grey dull part is . . .
just a'bit like death,

and then the gteen light part . . . lively,

. you re all alive and everythlng h;ppy and all
this sort of thing

and then . . . drippy and dreary again
gorta. . . & :

a
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Non-Art-Trained

Subject Nine el ‘ X
Slide One. - ’

v 1) ... . Um. . . well obviously a scene,
most likely, .

2) a scene in the early 1900's,

,,ﬁ

3) 1looks like itfs in Quebec . . .

.4) the people are playing . . . skating or
playing hockey or-something on the river

4
. L] 3

. 5 um . . . the picture itself looks quite
natural . . . .

“~

" '6) there's no . . . or anything in it.

n

sSlide Two.

1) . . . This sculpture looks like a pieée of
native work . . ., ah . . .

2) it's z{} good perspective ... . ’

3) you can't tell if there's any 1nterpretatlon
to it or not . . .

4) I don't know what it looks like . . .

+

Sltide Three.

2

l) . . . Obviously very modern art supposed to

2) 1looks like a representation of a chair . . .

3) vh . .. thlS is . . ..uh . . doesn't
seem to be any clash in the colours . ., .

um .

3

LAY
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Example Four.

1) . . .Um. . .possibly . . . it could
represent a scene in the desert except for

- -

» L4 .
.

2) the only thing that clashes with that idea
is ° ?

3) the mauve through the centre . . . umn ., . -
-~

.

4) I like the colour combinations . . .
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: ' ﬁon—Arﬁ—Trqgggg
" ~ Subject Ten N ‘ R .
Slide One. |
‘ ; " m~ i 1) It's a picture of winter . . . quite clear
i E e o o ‘ / / J |
F ] 2) it's a feeling of coldness . . .
‘ 3) seems to be a feeling of adventure in the -
picture . . . . - Cod

4) you get a feeling of natuxe

fgﬁ '5) and people.walking-around . . .

6) the enjoyment and fulfilment of life portrays
through the picture . . .

7) it seems to be quite . . ., darkish . PR ( -

8) it seems to be drawn just after a snowstorm ‘ . i

. . .

. 9) 'everybody's busy in the town. 5 . : ;
"slide Two.

1) Looks like a typical sculpture of something
you'd see in art museum ..

" ( 2) there usually are many of them . . . in ., . .
\\///h\ many art museums around that I've seen . . .
3) seems like it would be something that would be

seen ih a museum of war . . ., a war museum
somewhere . . . RN

ot P o

L

4) it doesn t seem to give any meanlng as to what
- it is, '

5) just abstract‘. . .




6)

7)

8)
9)

10)

LA

it sort of seems as if there's a freedom
theye . . . ¢

it looks like there's a blrd about ready to
take off . . .

E

off a high building or something . . .

.looks like something somebody's found from a

long time ago . . .

3

replié% . . . it reminds me of ancient times

. . ¥

slide Three.

1)

2)

3)

2 ' /L “ 5)
' | 6)
7)

' 8)

9)

10)
11)
: S 12)

14)

4),

. 13)

It's a funny lnokiﬁg chair®,

a

but it looks like it would be near a swimming
pool in the sun /

- or something you'd lounge on . . .

something you might see in an old home or
something you'd lounge on . . .

it looks very delicate . . .
something you might see in an old home

or something somebody's dreamed up or 3ust
made . : .
‘l

it doesn't seem to have much significance

it's somethlng like a lawn chair . . ., or

just . ., .
looks fajnt and hard . . .
gives a feeling of hardness or brittleness,

looks unusual . . . haven t s@en anything

, sorta like that before . ., .

it looks like a chair but then agaln maybe
it isnlt ., ., .

it's colourful . . .
P.] -
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0 \ ‘Example Four.

. 1) It seems to be very colourful,

2) looks like the horizon . e e

3) "looks like someone's mlnd sweeplng by with
colours or dreams or visions . . .

4) seems like the white represents blankness and
the

5) purple comes in as confusion and then
6) the(gfange is a mixture of feelings . e

1) it looks like sométhing that would go on in
© gomeone'’s mind . . .

o 8) their feelings portrayed in a painting . 4 e

' E 9) 1looks like the ocean,.the waves and the . ., .
sort of dreamy . . . ’

“ 10} cdula also represent a lake . L ) K
, 11) the pureness of ﬁirth and the confusion through
. , - ¢ life " _
: . ) ’ I o o ) “

12) and the mere~emp?iness

13) and/Eye‘confusion near death . . .

-

y 14) also looks like long coils of rope, purple
and orange . . . .

‘. 0w
-
1
-
+
.
T R~ SR T

8
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. hockey". One subject made an interpretive statement

CHAPTER SIX . . : l

Analysis Of The Data

. . - . . S
-Summaries Of Responses To The Slides And Art Obiject -

( A
§lide One: The Hunters In The Snow - Pictcr Bruegel

Most of the statements made about the painting
were descriptive comments about the subject\ﬁatter -

the people, the activities, the objects in the painting .-

.There was frequent reference to the realism of the .

painting and the amount of detail portrayed. There
was responge to the mood, atmosphere, the climate
portrayed in tge,painting - "tranquil",“"subdued",
"grey day", "just after a snowstorm”, There is some

forma% analysis of the painting, with colour mentioned

" most often; contrast, balathJ Qerspectivé,and composition

are discussed, but far more statements éie made aéogt
the subject matter. The;e are only t&o references to
technique; "the brushstrokes" and "painted flat", One
subject likened the style to that of Japanese prints.i
There were few g&ﬁlhative statements but in general 'the
painting was deemed to be pleasanti‘"clean", Yclear"”,

"fresh", Some of the subjects related the scene to

their own experience, "winter in Montreal", "playing
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A v

about the meaning of the painting - it expresses. the -
enjoyment and fulfillment of life" ~ and another made
reference to a theme of violence: "killing" was expressed

through the huntgrs and the dogs,

Slide Two: ?&m Cactug No. 2 ~ Julio Gonzales ' o
» - .
/ It was established by many subjects that the

sculpture was "ahstract"” yet there was an' attempt .in

- almost every case to apply subjective content to the
abstract forms. Although the subjects d4id not know

, hY
the title, Man Cactus No. 2, a few of the subjects .

derived this meaning from the slide. Other "looks like"

statements referred to birds, Qér, totem‘pole,”lndians,

~or baseball playéra Most of the statements vere \ .
'descriptiVe pf the form of the sculpfﬁre,'i£§ éﬁape -
."long and nagiow", "rectangle", "cross". Most of the
form statements deal£ with' texture; there was strong ) -
sensual awareness of the tactile guality of the
sculpture - "coarse", "rough". '‘Reference to colour

., was limited to description of the metal material but this
was a frequent response. There was very little attempt

N g o
to describe the fceling portrayed in the sculpture,

’

only two subjects mentioncd words like "calm" and
"freedom", Home reference was made ‘to personal.

experience; two subjectsmreferrgd to ether sculptures at

»

Expo and in a war museum, There was almost ‘no attempt

/
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" one made reference to the static shadow. » . S,

, , _ ' 102

. | ‘ v o
to evaluate; one subject called it, "weird". Subjects

\

were aware that they were looking dt a photograph, and -

Slide Three: Bauﬁaus Chair ~ Gerrit Rietveld

.'( . v
Subjects found this art object a little more
‘ b

difficult to discuss. There vas some uncertainty as to.
whetlher it was an art object or-a functional piece of

furniture; some: subjects considered it a "replica" or y
fi\ oy
model. Most of ‘the statements centered on the function

»

of the chair; how and where it could Be used, whether

or not it was comfortable. There was much discussion

o

on the construction offthe chair - the component . o -

parts; how it could 5e put together, the materials used,

and construction techniques} There were many descriptions

of form; coloﬁr was describeduby most subjegts, and line

and shape were also.important. There was one reference

to "Pop Art", and\one'subject madé contextual statements -~
abggt "World War I", "the rise of NazihGermany". Most )
of the evaluative statement’s weré concerned with the

fuhction of the.chéir, its lack of comforf, "harsh“, '/éf“;\\\ﬁ
or.its lack of conformity to more traditional forms,
"unusual", "weird". : k e

Example Four: Orange Hgrizon =~ G, Takedl

» This example evoked the most enthusiastic responses,

'Possibly due to the subject matter but perhaps because

)7:‘;\“ ‘

At

v \

(i x ot
. N o
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it.was an actual art object rather than-a slide,

. . - @ N
- .subjects werec affected by the immedidcy of the experience.
Subjects made fhore emotional responses to this example, o

N
a

thig was evident in their voices as well as from the

content of their -responses. There. vere more positive

3 evaluative statements to this example - it vas 'nice",

"

"pleasant’, “reélly.pretty", and there were morq"

A
.
[ad L]
% e SRR YRR
A k& * oy L D 8 i g -

k “ "I really like it"“t;pe'of responses, By far the largest.
% ‘ngﬁﬁer of statemehtsvyere made about colour, hoth as‘o ki
' descriptivg §nd emotional‘k;sponses. There vas | ) i
N a greater‘awareness of s;btle‘Qériations in.the colour, » J%
% /- probably because they wefe more vEsible than they were in :
; g ' the slides 6r°pecause subjects knew tﬁéy wefg geeing/the

true colours, not a distortion of them. There was'a
¢ great aeal of reaction to the sensuous qualities ~
: 2 "smooth", "soft".~- and emotional react@on to the feelinq‘ ”
portrayed through the painting - “harmonious“/ "subtle",

“tranquil”. The meaning was cxpressed as "vastness”,

~

"emptiness", "barren", glonelineés", "deseptéd"; and ’ : . :
on# analqgy was made to birth, life and death, one

Bubject expressed his reaction to the.paréicuiar aémosphere . ‘;
J portrayed in the-painting —:"6ne of thdse hoty, drippy, IR ,
humid days". The composition was qysdribéd ig terms of | “ !
colour areas with reference to depth,'perspec£iva, background

- and foreground, THe statements about subject matter most

1
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~often described a landscape - "desert", "oceaff",
"praixie", "1ake”;>"snow", also a human back and a ropg.,

L . & s L.
Theré was no discussion of material or technigues other
o .
than  the "blending" of colours. In general, responses

were*more poetic to this painting than to the slides =~ .

"drippy and dreary", "it just rElls - « rolls along-.~

From* these summaries, it is possible to identify
&y
similarities in subjecte] responses to the art objects.

Certain tendenq1es‘are obvious ahd these trends can be

, Btated as questions\or concepts concerning the nature of
~ . ", . >

1\

human fesponse to art. They can. then-be further examined’

L

by farmulating hypotheses, conducting further studies

[

o

t.conclusions based on the findings.

employing the verbal response method, and formu%iting

Studies by other researchers ueing‘aifferent
methodologiee, pro iide interesting and useful references
with which to compaye findings. As this~study is designéd

solelyrto proyide Sn~e§ample, referenceg.are given here

]

_ The following comments'are based on-the shnnaries
Cf the data, and identify eight oonoepts which could %é‘
further studied by applying the verbal response methodologx.
" under nore rigbrously controlledgconditions in order so

formulate conclusjions. and make applica ons.
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"a) Most of the subjects described subject matter

in their responses. There was the enumeratlon\qf~
5 TN

¢ the individual ‘objects in the’ painting or’ sculpture‘ L

_or the constituent parts. )%hen the subject maté@r ’ \;y
‘'was not clearly visible, respondentsntended to apply ”
their own interpretation of what they thought the art
object represented. In many cases, these.ideas

o conformed to the tltle, even though the tltle had

- not been known beforehand. For example, the palnt&ng, €

Orange Horizon, was almost always 1nterp;eted as a

landscape. Man-Cactus No. 2 was often interpreted as

a humarifigure, and 'cattug" or "desert" was m%gtioned ¢
'\(

Other suggestions were

by a few of the subjects.

‘e

) T -
"totem pole", "b%;d", "native art", or "Indian",
which reveal that qgmmon#elements were obserxed.) -
All of the subjects in this-exploratory test were . "(/A

approxxmately the same age and had similar backgisgnds,

p a broader purpose woqu be served by testlng the
. E verbal responses of subjects of different age groupi\>
and different cultural backgroundsfto determine if

‘v

the degree of interest in the eubspct matter varied.

The follow1ng areas of study could be exploged
(1) The effect of age vax&tbies on - P
- interest in or preoccupation with subject {5

: ¥
matter; - 2
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(

(2) The effect of art-training on views ’ "

» of subject mattef; o
{3) Variatiahq in reactions where redlistic
and ﬁdq—rebreéentational (or_abstract)
subject matter are contrasted.’ ' {
InvestigationSOf these, topics would help to .

provide‘inﬁormation on the effect of subject matter
v’ \ . L)

on response to agg objects. " Several existing studies

as indicated befow, provide additional information.
) ) s “ . 5 3
References ‘

4

(1) Brent Wilson found pracfically no differences

between children in 5th to 1llth grade levels />a'

in their perception of visual art and the

Py

language they used in descriptions k;966§b). vy,

‘The language that students used to describe

7 . . ° ¥
. .

4 -

the representational works-encountered was

L3

1iteral ‘in cha;actsr Qhenkthe work had represegtational

forms in it. When paintings were abstract or non- .-

objective, students tendeq to use them as R .

3

a

" projective devices and responded  as one might -

to ink blots. In a second test, Wilson (1966 a)
o . .

discovered it is possible to improve the skills

:}nvolved in looking ét@: and the. vocabulary =

o

used to describe ift. g o . p

\ b
oy . . -

™
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Studies (Harris, delLissovoy and Enami, 1975)

conducted with Japahese and American children ’
] .

on art judgment tests showed that in both

groups there is a similar pattern of response
to. subject matter. At 4th to 7th grade y

levels there is an increased preference for

.

realism. Grade ten is eeen as the level at
which integests other than subject matter .

become apparent. .

Helen James (1970) Qbserved that older thldren

wgre more fluent in thelr responses, but that

factors such as age, intelligence, sbhool

achievement, socio-economic and ethnic

backgrounds; home &nvironments and community

14

experience were not the only causes for - - ? ‘
3

variations in responses. There are different .

\

modes of conceptudlization about subjeet -

< »
matter in art objects even among students

.

who had similarities in these.other areas.

Ronald W. Neperud (1970) found that responses\ﬂ'
to visual arts vary as iﬁﬁivi@uals act- from . ' .
different frames of reference and with different
preferénces and values. His study raises 7

questions in regard to the ways +in which agé,

education, socio-economic status, sex, values

I
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and other c%péiderationguaffect responges
to art. . -
b). ﬁany of the subjects' respoqses.includéd discussiong
about line, colour,.texture‘and other formal e%ements.
Theré appeared to be an'attempt 6n the part of many
. ‘ /

subjects to analyze the object and evaluate the

artist's use of certain elements. There was discussion
v A

about balance, cdﬁﬁosition, perspective and contrast. -
The art-trained subjects tended to & more analysis
. than the non-art-trained subjects. The guestions

3

4 . raised are: *

(1) What ;s the effect of knowledge agout
~ . ‘analysis, gérminolog& and the elements&;%
‘ form, and of awareness of ho& the artist
v . '  manipulates them, on the subject's

‘fesponse to.art?

A}

\ 2 ‘ .

- $ (2) What is the ect -of knowledge about =  °
ﬁétsrials a tec’hiques on aesthetic
response?

. To study these types of questions further it would )

be necessafy to examine the differences between the

’résponses~of art-trainedrénd non-art-trained subjects
to tﬁe‘same objecté. The study would use subjects who
had a more significant-difference in}art-training than

ra B
those used in this preliminary study, or the study

could be applied in a pre-test and post-test situation

s
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[]

. with appropriate instruction in between.
)
c) It is apparent from the responses on the test -

o that the greatest number of responses to formal elements

are concerned with cdlopr. Thoygh the study of colour
4
and its effect on the viewer has been extensively
Ke
carried out in the field of psychology, the particular

P

effects of colour on the aesthetic response could be

studied The verbal response method could be used
w1th black and white, as compared to coloured slides
L or reproductions.of the same art objects. This data
| would provide information abouththe guestions:

(1) What is the effect of colour on aesthetic

o : response and is the aesthetlc response
altered by varylng the colour? |
-{2) 'What factors in the subject cause variations

in the reaction to colours?

d) The sculpture, Man-Cactus No. 2, and the painting,

+ Orange Horizon,' evoked the most responses which involved

sensual awareness of the art object. This was revealed

through“the use of certain descriptive words;
"tactile", "rough", "“coarse", }n regard to the scu;pture
and "smcoth"l“ﬁsoft", "hot", "subtle" or "ha;moqious"
colour, "light lime green", in‘reference to the K

’ péinting. A work of art is ‘perceived through the senses ?

"and these sensuous qualities are so iﬁpertant that the

4
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i " sensuous experience has at times been equated to the

i ol
-

B N

aesthetic experience. This raises certain . questions:

I . (1) - what is the differencg between the sensory
: »
experlence and the aesthetlc experlence

of a work of.art? Can the two be separated°
(2) " How do we apprehend sensuous phenomena?
These questions could be studied further with the

N
verbal response study by selecting objects for their

a

L
Bigiosn e mgrapoees ~wwes g < W
o

strong sensory appeal - for example,-an Eskdmo

carving or a thick textured weaving. . e

The objects could be placed so,theyﬂygre accessible

[

» :1 \\
. Fo touch. Observations could be a%q34§£ to whether

b g g e WS Foa bR o kb sl 3 p W PRI s <

! or not the subject handled the object as well as

'

looking at it. The two groups could be compared as to L

the differences in their verbal responses to these

objects and to othefs. Subjects who appear to be more
aware of sensory qualities could be compared to those

r
less affected by them in order to determine differences.

s Responses to art oqufts which evoked sensory responses .°

could be compared to those of similar objects which

e

s

did not. o o

e) The painting, Orange Horizon, evoked the

R S

{ , strongest-emotional reactions. This was revealed

in the- voices of thelsubjects as well as -through-

their statements. They made many statements about
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the pleasant expériencé of looking at the paintind,
and they indicaﬁedvdeep involvement in the experience.
Oﬁeﬂéuﬁjeét'descfibed the feeling of eqtéring‘into
the paiﬂting. 1f art-eﬁpreéses emotion, the viewer ,
or,l}stener should -be enabled, through the work, to
express his own gmotions. in relation éo the rdle‘gf
emotfons in the response to art objects, the following
questions can be aéked:
(i) What t&pes of emotional reactions are evoked

by the art object? How do thgy relate to

sensﬁous rg;ppnses? ‘ ‘
(2) How do these emo@ional'reactioqs to éhe

object vary from individual to individual

and what factors contribute to this?.
fyn It is likely that the actual pﬁysical presence of

the Orange Horizon painting evoked a more positive and

enthusiastic reqction from the subjects in this_ test
because it was a real painting instgaé of a slide.
These questions can belasked: . ‘
(1) What is the effect of the 'real' object
on the subject's response and how does it
differ from responses to slides or
reproduggions? ' ! .
(2) What is the difference between the.response

to an art object shown in its actual size

and one shown in slide form in which actual

14
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gize is not.ascertained?

o~

Usiné two groups of subjects, the verbal

respénse test could be applied to one group using

actual art objects and to another group usihg slides ™

.~ of  the same works. . Reiﬁbnses of the two groups;

- vt 7 P

when compared, could prbvide interesting contrasts,

A
e

This test could be conducted using art objects dgne )

in a‘variety of media: painting, sculpture, ‘graphics,’
y ’ ’
weaving,

L4
L

gl The Bauhaus chair was accepted by some subjects

sikply as a functional chEIfT“Eut‘by others it was

viewed as an 'art object' ~ a type of sculpture of

. a chair. This may have been due to the nature of .
I : ,
{

the gbject, as,its bright cblours made it appear

decorative. Or it may have been due to the context in

L k which it was shown: namely, along with other art
;-

objects. However, the reactions to’the object are

interesting enough for further study of the following
guestions: x

(1) "What is the difference between the Way

: subjects view art objects and non-art
l! ’ ..

objects?
(2)

_ What effect does the function of an

object have on the subject's ability to

s

view it aesthetically? '
i

r
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(3) Which factogs enable subjects to view

their environment, both natural and
K] S v : )
‘ man-made, from an aesthetic point of

o pooaaid

view?

o

4 i A test to determine answers to these types:'of

such as an qrdfnary kitchéﬁ chalr, which could not
be confuseﬁ with art 6bjects:' What happens when
subjects respond té fhnctiqnal objects, or nvatux;é}lfh
objects, would determine if they are viewing th;%
from‘the same point of view as artj?bjeéés, or if
they have diffeient perceptions of them,

. h) Many of the subjects were cancerned with facgual

%// information about the artist, the dates, the styles

r and other details about\;he context in which the arﬁ

emphasize this type of information, but whether-o
not it contributes to the 'experience' of the
object is quéstionable. '
By comparing responses of subjecté who hgve
this type of knowledge or background to those of
“a subjects who dé not, the following questions could
' be studied: . . ‘
. o (1) Does factual informatiqn about the art

object enhance or detract from the

| ' N

*  object was produced. Many 'art appreciation'’ coqiiis
AN

, 'quest{onsecould be conducted using functiohal objects,

!

D

e
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subject’'s appreciatioﬁ of it?
(2) How are responses affected by instruction
+of this type, which placés the object
in its historical and social context?
(This could be tested by contrasting -
pre~test and post~te;t situatiops.)'
Similarly, otheé observations could be made and

concepts formulated and studied further by means of

the research methodology which has been outlined.

(2) Summaries Of The Responses Of Individual Subjects

o !

Subject One. There are approximately gqual numhers
of statements‘about subject matter and about form.
In both cases, most of the statements’ are dgsCriptive,
but there ate also man& evaluative Statements about
the artist's use of the elements ("good use of colour").
There is awareness of composition ("diagonal"), of
centre of attention, of balance and perspective. There
is much attention to colour, description ("light
lime green"), complementa;ies: colour distrihution.
There 1is awareheas of value or“contrgét (" shadow",
"light and dark") and shape ("pqsltive and negativetjf
The subject scemed frustrated at not being able to

remember the artist's name in reference to Slide 3.

There are strong emotional reactions, in particular

3

&
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‘to the last example: "oh that's nice . . LI really

o B

. b
epmr TR
s BN o -
.

like that". There is use of descriptive vocabulary

CIE

| ) ("harmonious", "subdued"), and the subject understands
the tgrminology used, with one exception: a reference

to the chair being "hard edge".

.
IR D it G S

g Y

Subject Two, The subject was interested in analyzing

the artist's use of the clements of form. There were
geveral evaluative comments abcﬁtﬁthe form ("the use .

of colour is quite nice"). There was atténtion to

SR e N
.

perspective, colgur relation and complements, balance,

B proportion, centre of attention, line, and angles.

e e g,

The subject was interested in the realistic or abstract
2 o dimension of'artvworks, and with the "visual" or .

"tactile" appecal. There was an ‘attempt to identify

the artist's~étyle antl purpose. The chalr was considered ;
o a décorétive, or "art object" rather than a functibnal O
object. There were no emotional reactions or reference
to meaning, Infprmation was explicit, but techgical

and dotached from subjective concerns.

Subicct Three.> Subject Three had difficulty.in

A

verhalizing abbut céftain aspects of the art wérké,

the sculpture and Tahedl painting, in particdlar. There ’

was ﬁuch discqsaion'of "foeling" and a strong sensual |
awarenéss. Q‘Much_attcntion is givgﬁ‘té colour, and )

desériptiona of colours were more precise than with

»

VS e
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' imaginative object. The descriptions were often vaguely
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\
othergsubjects: ‘"rust", "swoky colours", "clash of

dark blues".  Other sensuous reactions were "the feeling
of colours”, "coarse", "not pillowy, not soft,

you know". There was an attempt to find meaning in the

Bruegel paintiné - the contrast of ”killingf (violence)
and the "enjoyment" ofethc people in the painting.
Colour arranéement was stfessea; shape, balahevland
line direction das noticed. - The chair was not

~q6hsid¢red a functional objéct, it was ¢ model or
. A SN

L4

expressed, but in general, sensitive and perceptive.
The subject used the term "constructive" in reference

to® the chair.

Subject Four, This subject made a greater number
- ‘

of statements than any of the subjects. The content

was described, as was the form, with atten?ion to
perspective, colour, composition, line and shape. There
were many evaluativé statéments ("p}easant", "interesting")
and evaluativn was frequently based on the realism

of the object: "it isn't as hideous as some abstract

work is". There was a frequent attempt at identification ™

of artists, dates givstylesz "Baroque, or Rococo",
"French Canadian furniture", "Bruegel", "a New York

artist”., An attempt was madanto discuss'the‘chair

from a contextual point of view ("World War I") angd to
. ‘ , s

LY
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] L% ‘
relate to personLi experience: '"a Nouse in Mount (
'Royal". ~The¢e'were attémpﬁs~to find meaning: "man's r
' search for identity".. In spite of inaccuracics and

- superfluous verbalization, there was an attempt to deal

‘reference to the art object: "there is not:miny different

with the art objects from s&xifal points of view,

Subject Five, The responses of this subject

-

indicated the'ability to respond to art in a manner~_ ~
usually assoclated with good art criticism, There.is X§

’ PR , . E/a-:,
description, the feelinﬁépdf the work is expressed,
the work is explained through analysis and use of
terminology. Evaluative statements are supported in
| .
colours in the snow, it stays the same whitc,'keepq 8
very clean, fresh fecling to the painting . . . I like

the painting, it's really fresh”". There are descriptive,

emotional, analytical and evaluative statements. There
is some reference to technique and one attempt at

identification: the chair was considered "Pop Art',

Subject 8ix. Most of the statements are "reminds

me" statements in which ?£? subject matter or form is
related to something from{the subject's personal

experiencg, but not present in the art object itself:

"Montreal", "Lake Placid, Wew York", "Maine", “Eskimo

hunters", "Expo", 1In the final example, the responses ’ |

a
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£
":E ’ and "lgneliness". This subject's responses are more
] . !

“pefgonal and subjective tﬁan,any of the others.

P Subject Seven. The reactions of this subject

are mainly descriptive statements abott the*content.

are mentioned and there.f some sensuous response: .

" et
_“rough", "soft", "smgoth". Thet) is xeference to the

\

o

emotional reaction detected.
1 ‘W

»Sﬁbject Eight. This._subject made detailed

»

t descrlptions of the art objects. There was attention

- N

. ' in the two Qaintings* "gray day", "hot drippy, humid

IR to the aculpture ("seems to be a bird, with wings")
and qttention is given to the functional, non-artistic
aspects of the chair. There was limited response to
}he formal elements except for coiour, but there was

2

a sf®yong emotional reaction to the actual art object.

. " The subject became very involved with this painting,

) - . » ' A

gk . 'are more emotional reactions and the painting is givégf-

) / - )
meaning by expressions such as . "vastness", "emptiness",

or the formal elements. Line, colour, and texture 7 ¢

artist 5 uSe of colour and a few evaluative statements.

The vocabulary is clear but simple, and tﬁere is 1little

T to detaié in subfect ("the birds"), and to the atmosphere

days". There is an attempt to apply subjective content

as can be seen in the response, "God, is it ever hot!l".
s P
o

P

\
1

P
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There was good use of descriptive vocabulary and detailed

" expression of respunse to various aspects of the

painting. |The subject”discussed meaning, making an

)

\! .
analogy to |life. There was somé reflection of the

¥ ‘
I

subject's expectations or attitudes in the statement
"it would mean more to & person who's got an idea what

it's supposed to be, I guess".

14
-

Subject Nine. The reaction made by this subject

was very limited in number of statements. Responses

were restricted to identification of the content with

some reference to use of colour and perspective. There
\ i

wvere few evaluative statements. \E?e subject:seemed to

have difficulty ﬁerbalizing about his reactions.

Subject Ten. The comments were mainly descriptive

of the subject matter.’ There is little desc;iption

of form, ;;d some response to the sensual,qualities:

"gives us a feeling of hardness or brittleness",

"coldness", "darkness". The descriptiqns reveal that )

the Bubjecé observed rthe objeqts closely, but it is

obviéusly mdre important t;'thé subject to find some

meaning in the art oﬁjéct. The;e is an atgempt to

make an extrinsic interpretation; for example, "the

eﬁjoyment ahd fulfillment of life", "freedom”,

“the mere 3mptiness and confusion near death", are all

) / . | 4%. .
. : 7N\

- » N o
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4

- based on the art objects but cannot be attributed to

» Y

“obvious phenomena in the painting. -

¢
'

From these summaries certain statemeﬁté can be
selected which tend to reveal significant factors in
‘the aesthetic response of the individuals. These

factors are predominant  enough to-b& studied further

ander more specific conditions.

with individually, and comments\ by other subjects

which;reveal the same tendencf‘hre included as ’
-~ . ‘?Q’, ”" N -
examples. Statements are identified by three numbers

indicating: 1) Subject; 2) . Slide; 3) Statement,
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" Subiject One.

Statement From Summary: .

°
L

1) ¢ . . there are also many emé}uativelstatements

about the artist's use of the elements.
Stateﬁents}by S&bject:
l-l-é there's good baian?e of colours
1-1-5 there's .. . . um . . . qﬁite good broportions
1-1-9 . there.is good use of colour

1-1-19 good use of shadow . : . . .

1-3-6 good USe.of colour

1-4-8 so I guess that works
Statements by Other Subjects: /; : .
2-2-6 the ;Ftist‘has sdcceedLa with the three- 1

dimensional effeet )

2-4-2 the use of colour is quite nice

?-4-11 the colour combination is nicé

’ 9-2-2 it's got good perspective

e / This';ypeﬁ;f expression, "dooﬁ uuse of qolour (line,

a shape, perspective)" is often used in verbalizations :

. about art works. What constitutes 'good' use of colour?

What are 'nice' colour combinations? What does it S
A

.t

ean when we say 'it works'? ,
R f %

1]
This type of verbal response to art works must, be

Y

. further -explored to understahd what exactly i intended

when vague statements like these are made. What is the

baség/for evaluig*pn of art works? : . °
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, Statement From Summary: 3
1 B

2) . . . the subject seemed frustrated at noty being

a 3
. able to6 .remember the artist's name.

7

K

\ . Statements by Subjéct: . > %

}' ~ ~ 1-3-2 I can't remeﬁber when it was done i

. j/) o 1-3-15 I can't remember who it is ) {

i }-3-18 I forgot the architect L o . i

. Other subjects who obviously thought ghis type of . g

information was important tosthe art work made the é

o following statement§? I ;

4-1-15 it looks a bit like a European scene probably §

| - - + I have no idea where’ ' ' R :

" 4-3-3 I . ...gee.. . . I .. . I. : . endéavour f

to say a Germgnﬁpegson o . e ;

. - o ¢ 2=2-3 probaﬁly a ngbéc artist ? % E
( ’ . Of what importapce is coénitivé information such as h

' ' - - Dbiographical data or dates to the aesthetic appreciation?
. What effect does teaching this type of info:mation have »
on‘the.aestﬁ;tié responég? Does the style or cpnfent of . A
the ‘art work promote this type of response? Wﬁat is the | o
relationship betwéen emotional and coénitiyé responses,

(2 he . = ~ 4
do responses of d factual type occur when there is

- L N !

little emotional involvement in the wprk? ‘ - ; i

e




Statement From Summary:

' '3) There is good use of descriptive vocabulary.
. Statements by Subject: BN !
.1-4-3 . . . everything's so . . . like . . .

o harmonious . ; ., it just kind of flows

1-4-16 they're just . . . very subdued . . .

on the bottom : \ ‘ 4

o~

1-4—17 the colours are still the same . , . like

I

there's a light lime green and the light
E blues, and a very very ligét white . :
1-4-22 it's so barren, so pretty . . . . b
-What effect do subjects' verbal skills have on their
‘ability to perceiVe‘an discgss'aft? Do E€udents who
verbalize well perceivélmore in the painting;'or are they

simpiy betfer a@}e to discuss what Gﬁgy see? This could’

be tested by comparing the respoﬁsés of two groups of;

subjec@with variations in verbal skills to different A

art works. "

-

Zan

Subject Two. " '

‘!

L
z

Statements From Summary: ,

1) Subject Two was interested in analysing the

artist's use of the elementé of form. Thexre were

no emotional reactions or discussion of meaning.

»

Information was accurate, but. technical and

detached‘frog subjective concerns.

t [
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Statements by Subject: '

. A\

2-1-5 everything is in proportion and it creates
depth that way '
2-1-8 you tan't really see the brushstrokes
. 2-1-12 they've got some complementary colours
together so that théy look brighter
2-2-5 it's got fogm and depth because %t's
three éimensional )
2-3-8 this relies on the linear qualities
2-4-8 and the green in the foreground helps to
;t£ract the attention in tﬁe foreground ,
the colours he uses are repeated throughout
the painting
" There were very few subjective or emotiqnal statements
in this subject's response. What contributes to this
type of épproach? What is the effect of art—traihing
on the student's ability to respornd to art ‘objects?
This student is a high achiever, and scored Oéf§_51§ﬁjﬁﬁ”1“w'
the final provincial examination which tests students'
'art appreciation' by objective questions based on art

reproductions. An interesting follow-up study could be

t

" conducted by using the verbal response method with students

who receive high marks on the provincial examination and
comparing them to students who receive low marks. Another

study could be conducted using subjects who score

/
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high on standardized intelligence tests and those who

have low scores.

Subject Three.

Statement From Summaff:
1) The descriptions were often vague, but in
.general sens{tive and perceptive.
_ Statements by Subject:

(Vague statements) ‘,
, ]

3-2-5 the top part of it is very -!cut out parts -
are again used from the point‘., , . okay . . . ..
if you cut out the parts fxom the side of ;he
L sculpture where there seems to be stripes -
wand he uses them on the side where it's
cut off ’
3-4-16 where the pale, where the green and thélblue
come like, céme right against each other /
» gives you a feeling as if the green again .
goes down%as if it's kind of a hill
éSensitive statemehts) ,
3-i—7 between the people skating“around, frolicking,
. having fun and the difference between the men
who are the brown colouét and the dogs, like
killings

L
3-1-12 different browns are ¢ontinued of the smoky -

colours throughdut




' 3-3-8 very hard, it's not pillowy, nothing, you

'knéw, soft

3-4-7 and the straight line créssing the pale greens
running into, like you know, straight into
the clash of the dark blues
}

JAﬁ interesting comparison could be made between

Subject Two and Subject Three, because of the differences

.in.their approaches. In\spite of their similar art

training; one is extremely analytical aﬁd technical,

the other is more vague and yet observant and

sensitiVe. The sensitivity is recalled through the ' .

N

subject'h ability to draw comparisons, through the détai%

of the descriptions and the originality with. which they

are expressed, If the study were repeated with more

s 1 s B

subjects who respond in these Hivergent ways, and an

g

intensive analysi% made of their differences - personality,

intelligence, art-training and other factors - pertinent
evidence may be géined about how sensitive response to o
art works can Qe developed. These two types of subjects ‘ _’ 5
could be compared in a test’involving art production to ‘
determine #f varieties in verb;lization are reflected

in art production.

4




Subject Fqur.

&
Statement From Summary: .

1) Evaluation was frequentiy based on the realism
of the object. '

Statement by Subject:

4-2-20 it isn't as . . ., hideous as.sgme abstract

" wark is ' \

4~4-15 1I'd question the artist as a draftsman}

proficient in world of art

4-4-22 I do question the draftsmanship .

This was thé only subject who made statements about
tﬂe preference for realistic over abstract arxt. Students
in secondary Echool‘oﬁten declare thelr preference for

realism., Further study in this area may lead to discovery

of the effect of art-training on this feature. (It is

interesting to note that this sdbjgct's father is a

professional artist who paints realistlc street scenes .

of Montreal.) What is the effect af art attitudes on a |

8ubjeéts' responses? This is a question that could be

considered here.

Statement From Summary: ‘

2) In spite of inaccuracies and -superfluous

verbalization,'there was an attempt to deal with

0

the art obhjects from several points of view.

’

Statement by Subject:

4-1-4 I . . . immediataely thought of Japanese prints
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4-1~9 it lcooks a bit like Bruegel or 8rugei

4-1-10 the Furopean painter '

4-1~11 " father and son team . . . I think

4ﬁ1-12 fah . . . sort of a dreamy quality to it

4-2-5 perhaps this sculpture is to try and sum
up man's . ., . total . .‘. a search for
identity . . . in himself

4-2-8 - he has nice interplay of a positives and
negatives c

4-3~9 this was an affront to the classic virtues
of furniture ‘

4-3-21 World War I and the rise of Nazl Germany

4-3-22 and it'g interesting to see what came out

; of it #

" This subject, more than most otE{xs, ralated the
object to his own experience and to his knowledge about -
other art'works and other factora which may have influenced
the art work. He seems to have varied\interests and
attempts to integrate all the information. How do‘tpase
interests affect one's aesthetic rgsponse? Since the
subject's father is a practising artist, what effects-do
paren@g; gttitudea and othdr environmental conditions
have on the aesthetic response? Aneinteresting éest would
be to compare responses of ‘the children of artigts to

the children of non-artists and the responses of parants

and children in both groups.
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Subject Fiva,

Statement From Summary s

o i

1) The responses of this subject indicated the '

gbility to respond to‘art in a manner uggally
assoclated with good art criticism.

Statements by Subjgctz

5-1-9  there is not many . . . um . . . different

colours in the snow o i |
§-1-10 it stays tho same white
5-1-11 and this keeps a very‘clean fresh feeling
’to the paiéting
5-1-13 I like the painting . . . I think it's
s . really fresh i

S "In this case the statement "I like the painting" was

qualified by descriptive and analytical information, .

| ' The subject reacts to the art objecﬁs through descriptive,
analyéical, evaluative and e&otional responses. The %
result is that the total statement contains all the
coméonenta qugood criticism, and this rqsponse«is the
one which most cloaply &pproximatealwhat is usuaﬁly

considered good criticism. What factors wera‘responaible

for this response by this Bubject? What are the qualities

of good oriticism and how can this be developéd? . . \\
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Subject Six.

1

§tatehent From Summary s
e Most of the statements aré mreminds‘me"ustétements
v in which the subjéit matter or form is related to
something from the subject's personal experience,
but pot éreégnt in tHe art ohject itself,
Statemgnts by Subject: r
6~1-1 It reminds me of . . , ah . . , ‘winter
"™ in Montreal
6-1~3 reminés me of Laie Placid in New York

L

6-1-4 reminds me of Maine, a small town

~nd

6-2-6 it reminds me of the work that I always
see at Expo
Thié type of ‘statement could lead to the study of
the question, what.effeEt does familiar subj;ct matter
have ograesthetic response to an art work? A test cdﬁldf

4

be conducted using the verbal response method with

landscapos, some of local scenes familiar to the subjects
and others unfamiliar or unidentifiable as to location.

Similarly, art works depictidb dancé could. be administered

tQ‘dancera and subjects not involved in dance.

Te YRy
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. Bubject Seven.

9 . \

This aubjéct makes many responses that are contained

in the statements of other! subjects, The reactions do
not exhibit any unusual’ characteristics. In corder to

study this subject further, it would he necessary to

2

extend the test and use more or other types of art

b}

objects:

Bubject Eight,

Statement F;om Suﬁmaryx . .

1) 'There was a limited response to the férmal‘
elements, except for colour, hut there was a
strong‘emotional reaction to the actual ‘art
object., |

Btatements by Subject:

8-4 -5 one of these hot, drippy, humid days

8-4-8- God! Is it ever hot 0

-

8~4-12 it.juat rolls . . . rolls along

8~4~18 looks really nifty
There are lndications that the subject is totally

immersed in the expérience of the painting, from his

volce and expression am well as the content of his

atqteménta. The reactions to this painting are quite.

different from the reactions to the other art objagts{

[

on slides.’ Thia trend‘was evident in the rasponges of

aeveral other subjects: ‘ .
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1-4-1 Oh, that's nige . . . I like that . . .

4-4-1 . . . . Oh well . :\(/this is a surprise ., . .
um . + . ‘:“ ( “ [}

LN . { A .
. " 4-4-29 the more I look at/ it the more pleasing
it is -

5-4-8 8o it's almost as though ‘you yourself are

~

going into that centre area . . .

10-4-9° . . . sort of dreamy « v .

- It is possip],e that the subject's made more emotional

.

etatements in the experience of this painting because it .

was a real art object rather-than a slide. But the

A

subject matter, colour, technique or: even size of the

object., pay hav& been contributing factors, A further ’ *
! study to determine the causes of this kind of involvement

" - ':Ln,ag aesthetic wesponse would utilize other art objects, ,

.and the control of variables which may affect the-
< ' A o o- ,

) -~ response.
{
- [
. . Subject Nine. - . '
Statement From Summary:- - i

]
bk,

; o 1) The subject seemed to have difficulty verbalizing

K

,. about his reactions. ¥

Unlike the other subjects who made'enougﬂ stagements:

to use most of the time provided, the most unigue *~

. 'S N
S ' characteristic of this subject's response was that there . .

o o
q\
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were far fewer statements made during the 'two:minute

e -

period. This could imply a lack of interest in art or

* % . it may be a limitation of the test. This subject
% may have responded better to interview techniqus.

1 In general, it was remarkable to observe the ease of

L]

verbalization aﬂeéiillingness to co-operate among the
majority of subjects. Was this subject the exception
because of poor verbalization skills, persorality .

, factors, lack of knowledge or awareness, or negative art

. } ' attitudes? ‘ -

/ Subject Ten. v

Statements From Summary: s . ]

1) The descriptions reveal that the subject’

e ! R observed the objects closely, but it is obviously

more important to the subjecti%o find ‘some

N\

, , ) K . meaning in the art objects: There is an attempt

to make an extrinsic interpretation . . ..

. Statements. by Subject: . ' ¢ e
I
10-1-6 - the enjoyment and fulfilment of life -
A4

-

- portrays through the picture . . .

.
| S

1042-4 it doesn't siem to give any heaning as to P

B

) what it is

/

o 10-4-11 the pureﬁ%ss of birth and the cohfuaion
. ‘r

N \ : through -life - ' o
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10-4~12 and the mere emptiness

10-4-13 and the confusiqn near death

These sgetements indicate that the 'subject is
searching for.géme meaning thch is extrinsic to the
painting; there is an attempt to apply a meaning which \\\\ﬂi
was probably not intended by the artist ahd which is not

A
xperience with art )

necessarily visible in the object, This attitude or
expectation may be due to pasi\e
+ criticism where esoteric interpretatlons abound. This

1

- .
indicates that the subject has been influénced by other

verbalizations about art * what effect does, the stuﬁy of

art criticism have on subjects' responses to art? This

could be tested by comparing results before and (a pre-

e

L] - - K} /
test and post—teét) after studies of art critics or“;k

other authoritiés on art. v ! -

A,

AN

This analysis of the statements has been done to
show the similarities and differences in the responses of .
the indlviduals to all the examples. They lead to ‘ .
observatlons which can be further studied. They can -
alﬁo form' th€ basis of a comparlson between those subjects

who have been art- trained and those who have not. N\ x
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(3) Comments On The Differences Observed Between
* Art-Trained And Non-Art-Trained Subjects a

There are some noticeable differences between the

] responses of the art—trainedrsubjects and those of the
3 non-art-trained grdup. The most obvious difference is
3 . between the number of statements; the art-trained group

\

-makes about twice as many statements as the non-art-

trained group. But the content of the stateménts provideé
ﬁdre interesging contrasts. With few exceptions art-
trained subjects made more detailed observatlons of the
art work than the’ non—art trained- subjects. This
applies to the subject matter as well as the descriptions
7 ‘of”form srch as colour, shape, texture. Thg? also made
statements which were more analytical than tﬁe non-art
group. They were more aware of form than non-art-trained
subjects, who made more statemenrs relating to content.

The non-art-trained subjects séemed more inclined to

look for subject matter or meaning in’abstract, non-!
objéctive works. . It was important that.the abstract

work mean or represent something; "it looks like" or
"it reminds me of" was a common type of response from

.7

this group.

" The art-trained subjects made emotional, evaluative
- ‘\
statements whlle the other group tended to enumerate or AN

describe rather than judge pr express emotional responges.
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The art-trained subjects discuss certain types of

concepts and use terminology not used by the non-art-
trained subjectg - terms such as perspective, balance,
colour distribution, proportion, composition, are much
more common in the art-trained subjects' roabulary.
Discussion of how the artist uses certain elements is
almost absent from the non-art-trained subjects’
statements. Art-trained subjects used specialized
vocabulary like "juxtaposed": "positive and negative",
"cémplementary colours", "brushstrokes", "visual and
tactile quality". The art-trained subjects resort to *.
identification of artists, styles or movements or the
hiétorical context of the work; noﬁ¥af€—trained subjeqts
ao not relate this type of information. However, many of“
the art-traiged subjects made inaccurate or erroneous
statements based on this knowledge.‘ For example, the
Bauhaus chair was made in "the thirties".

There is a difference in the way the two groups
viewed the Bauhaus chair. Although g}l subjects discussed
its function, the art;trained group was more conscious
of it as an art object. They called it an "art-form",
"replica" or "Pop Art‘) the non-art-trained group seemed ‘
to deal with it as a functional chair with the exception

of one subject who stated, "it -looks like a chair, but

then again, maybe it's not."

v




Judging by their voices, as well as by their

‘statements, the art-trained subjects'ﬁere more ‘relaxed

oy

irr the test situation, more comfortable about verbaliziné,
- ) less hesitant to speak.

y § All of these comments tend to be predictable; one
, KA . - .
. could expect that most of these observatioms would be

4 . .

’ - . made about ther art-trained group. However, there are

| . other differences which were not necessarily expected.

For example, there is far greater variety in the

PRRMONES

responses of the non-art-trained group. They showed f
more individuality iﬁ the way they chose to resgond.

o iThe art-trained subjects followed a more rigid pattern
of response, mainly based on analysis of thé;formal
\qgalities. The non-art-trained group waé more subjective,
and‘the'intgfpretations or mé;nings they applied were
more varied and interesting than the other group's. The
art-trained\grodp's reéponses were more homogeneous =
they tended éo.approach the task in much the same manner.

L , ,?here are also some differences in attitude towards

art works, and the expectations of what an art work is -

supposed to be is different in the two groups. The

]
art-trained subjects tend to treat the art object as a
visual pﬁenomenon in which the artist is manipulating

‘ +
v¥sual form to create a.pleasing object, which may or

may not suggest a meaning or represen.‘an exﬁfinsic idea.

»
3

’




The non-art-trained subjects, on the other hand, were
very concerned with determining what the object ;meant'
or represented. The art-trained group, one could say,
is more concerned with perceiving visual data in the
art object than in interpreting that data.
From these observations it is” possible toAformulate
a series of quesﬁions about the effect of art training on
aesthetic response. In order to draw any conclusions,
it would be necessary to conduct further studies,
selecting more appropriate s&bjects who reflect a greater
range in art training and employing the verbal response
test with suitable art objects. One example of how this
can be done is prbvided for in the Appendi%.
(See Appendix B.) '
Questions
1) Do art-trained subjects make mor; statements
about form than subject?métter? Do non-art~‘
trained subjects make more r?ference to
, * subject matter than form?
2) 1Is there a différénce between the way art-
trained and non~art-trained subjects find
meaniﬁg in art works?

3) 1Is there a difference between the emotional

response of art-trained and non-art-trained

subjects?

!




. 4)

[

5)

6)

7

8)

9).

P
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What is the difference between the way in
which art-trained and non-art-trained
subjects make evaluations of art works?
Wﬁat differences are thére between art-
trained and non-art-~trained subjects'
reactions to abstract (as opposed to
representational) art works?

'ﬁhat is the effect of cognitive knowledge -
6franalysis, terhinology, materials,
techniques, art history information, and’
so on - on the subject's responses to
art objects? . -
Are art-trained subjects more likely to
or more able to view non-art or natutral
objects as aesthetic objects?

What differences can be observed in the

-'way non-art-trained and art-trained subﬁects

verbalize about the art work? (That is,
what conérasting approaches do they use
in viewing or discussing the art work?)

What is the effect of art-training on

art attitudes?
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CHAPTER SEVEN

Classroom Applications Of The Research Method

[}

The information provided by a study of this nature
reveals at least as much about subjects' art training
as it does about their aesthetic response., How the
subject responds will be influehced by the type of art

R .
training he has received. The program in which he has been

~'art trained' may emphasize production, or appreciation,

or art history, and the emphasis will have a conside;able
bearing on his responses. But this is not a-cgzticism
df the research method; in fact, it may be a strength
rather than a weakness, for it means that the findings
¢an be applied to making improvements in teaching
methodology or art programs. :

Inherent in this type of study is the faFt that
it can be used as a practical todl for\self—evaluation
by the teacher in the classroom. This discovery was
an unexpected outcome 6% the preliminéry exploratory
study which has been described. Since the art-trained
subjects used in the, study were students whom I had -taught

for at least two yearsy I was able to make certain

observations about the art program I was conducting and
g

what the students seemed to be gaining from it.~
/

Fes S
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How the subjects responded to art works had a lot to

do with how they are taught to respond, either directly
or indirectly, or how they think ‘they should .respond.,
Some of the feasons for the particular way in which this
grouyp of subjects responded are clearly extrinsic

to the art program, and these will no£ be doalt with
hera. The purpose 1s merely to show how this

regsearch method can be relevant and practical teo the
classroom teacher and the art program through its use as
a self-evaluation technique. 1In my perasonal situation,

in evaluating the data provided by.the five art-trained

subjects I was able to make the following observations

about my own art program:

1) Although the art-trained subjects were

3
5
4
’
5
i

. \
moxe perceptive in describing or noting )

details in the works of art than the .

non-art~trained subfects, they tended to-

PRSP RpR—

concentrate on analysis. Rather than ,
responding in an individual, subjective .

way to the meaning of the art object,

they involved themselves in discussion

of how the artist manipulated visual

form. The éft 6bject is regarded as ' N o
- a visual object, obﬂectively descriLad '

and evaluated rather than subjectively

interpreted. : .
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2) Although the art-trained subjects were

batter abla.to discuss the art work in

terms of specific terminology or

vocabulary, the terminology the subjects
employed was often inaccurate or
erronecus. There was a tendency to

'throw in' terms to give thgir

statements the guise of having a firm
o conceptual base, Brathar than discussing
their individual subjective feelings.
The result was that the terminology {belcama
;‘ | jargon, used repeatedly but withq?t much
‘ understanding or without enhancing their

response to the art object. For example,

- several students used the term 'poaitive- !

- negative' hut rﬂevaalad a lack of under-
ataridin'g of its application to the work. ' i
3) Hiatorical information, or othexr related ‘
* information :aboixt the artiat’or the context
of the art vork; is also often inaccurate
' or confused, but the subjects plade a
great deal <;t importance on its inolu(aion |

* , : ‘ in their verbalizations. This is

: particularly noticeable in referenca to

the Bauhaus chai’.\r,' vwhich some of the h
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atudénts had previoualy diacussed in

claas. A great effort was made to try

to remember the factual information. 4
—Thia probably has its origins in ‘ _ ]
influeﬁcaa from achool axperiences in . 7

other subject areas where factual .

information is often stressed. However, ‘

’ ho tendency reveals an induced attitude ’ ' |
towards appraciating art, one which has . ) |
obviously not been put in its proper ' ‘
perapectiva; ‘

4) Theo non-art-trained group reacted more
subjectively and more independently than
( the opher'&roup. ~There was greater

variety in their approach to the-.-

. 'Varbalizhtiona. as well as in their \
individual interpretations. Students
should bg encouraged to view art objects

« from several perspectives and need to

' be aware that subjective interpretations

on many levels are desirable. -
l". . It is rather obvious from these obsarvationadthat
gﬁere is a need to switch the emphasis in the art'proﬁram,
' "in which theso students have boen involved. It is
apparent that thesa students are viewing the agt object - .

as if it is only an aaaeﬁ§ly of vigsual charactaeristicas, § 

<
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There is a néed to de-emphasize this type of approach

in favour of that which emphasizes the totality of the <
art object and Ehereforo‘thé art experience. There is

a neaed to find methods‘throuqh whiéh studgnfs can discover
'meﬁning‘ in art rather than focusing on extrinsic . o
information or the learning of analytical or technical
Bkills.« How this could be done will not be dealt with

here; the purpose of these obscervations is simply to
illustrate that the research methodology has notable
potential as a method of teacher self-evaluation.

The classroom teacher has few reliable means at present

for the eva}uatioq of personal Eeaching performance,

other than the progucts o6f the students. fhe way in

which ; student responds to art can reveal underlying

vaiues or covert attitudes towards art which have heen
formulated in the art room, through instruction in

‘art history' or 'art appreciation'. Such attitudes "
can also be formed through the produation aspects of the

art program when the tecacher comments on or evaluatea
students' work.

| One of the most interesting applicationa of the
mathodology could be made in reference to this point by .
tgating the teacher and tho stud@nta of that teacher,

utilizing the same art objects in both cases. The

dppearancé of strong similarities in the responses

.
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"would indicate the influence exerted by teachera” in

directing the method or manner of responaes,

Another applicatidﬁ'would ba to test groups of
gtudents taught By‘different'teachers and compare the
responses between the various groups. Thia would
indicate how diffarent‘tead%ara, yith different proérama,
affect students’ responsoé. |

A third application would bhe £o conduct the atudy
as a pre—tést and post-test, at the beginning and end
of an extended teaching period, to compare th the studenta'
reactions develop or chagge.‘ |

All of this data used togather would pfov%ae an

excellent method of %valuat;ng instxuction techniques
S

L

or programa, v
There"are further applications to teaching methodology,
This research method could be used to determine
infofhation about students' reactions ta thelr own
pioductions'and the work of other students in the =
following wayst )
1) The test could be applied uaing aamplea-
_of the subject's own work, the work of
other students, and that of well-known
artists, perhaps'on a common themo or

using a similar approach. The data

collacted could laad to pertinent

v -
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¥ - ¢ information about the creative process ¥
‘% AJ P—
‘% ‘ . - as well as providing useful information o
1 . o
{ > , v 7~
. about the student's self-evaluation, .
%

; ‘ o his intentions and the problem-solving

) ,t A e -~

. process in -his own creative _experiences. )

T

2) 'The reactions to *he same art work by

difforent students could provide an
. ¢ : ) v
~inte;osting basis for class discussion '
about the aesthetic response. Com}aring

) ' ’ his own reactions to those of other e

. students would make the student aware of
R the variety of approaches to interpreting |
art works, and perhaps give him confidence )

\ ih his own imgerpretive and evaluative

\ <« skills. PlaPing tapes made in this type

. ‘ - of rq%@arch study would provide an - = .

, . a ékcelianf-qtarting point for the discussion. !

L ‘5 :?ﬁisyapproach would be°useful in increasing .. . ‘
&esthg#ic aqgrenaés in that it would make

s : " students realize tggt there is no ﬁindle

approach to interpreting an art work and

‘that f£inding the meaning of an art-work

LY

; is a subjective’ process, ‘ # .

.

& .- These are some sﬁggestéd ways iﬁ‘Which the methodology

~

: : » - .
could be employed by an art teacher in a teaching situatibn. «

e o

. ) . .
/ : ~
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The methoc% is seen as being flexible and adaptable

enough to provide for a variety of further applications

appropriate to special needs and circumstances. . \ '
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research method can’ usefully be applied to obtalniqg

CHAPTER EIGHT

Use Of The Researqn;Method'In Curriculum Development

‘s
Once. it has Been established that the proposed

information related to teachlng methodoldgy and that it

is appropriate for use at the classroom level, its
scope can confidently be expanded to curriculum development.
The bulk of recent research in art education -

has suggested that art education programs taught in -

thousands of schools across North America are glaringly

inadequate, and that the students who are exposed to them:

reveal -some basic shortcomings. Art educators, it seems,

have not been doing what they thought was being done. - S

!
|
‘One over-simplification lies in the common claim that !
.

14

ﬁhrough exposure to art - eithe; through producing
art or looking at it-- students would develop their ;
aesthetic sense, their ability to perceiyve art works with ,
a heightened sensitivity. This is not necessafily 50, ) ‘%’
and the realization of the fact leads to a re-evaluation

of* the goals of art education. 1In order to achieve this,

it 18 necessary to study whether or not current objectives

are being met and to discover the most appropriate means

to meet them. This is the ultimate purpose of all art
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~ _ The research method developed in this thesis can
be a useful tool in achieving these purposes. Investigation

of a student's responses to art work® brings into play

all kinds of information about him in addition to

his particular background
‘reveal whether or not the
sué¢ceeded in drawing upon
to increase his awareness

S | The researcher can decide

in art. wa he responds can
art tra¥ning he received has
his own characteristics

and sensitivity to art objects.

how to enhanpe or develop that

sensitivity by analyzing the particular strengths or
weakness of the initial response,

The development of 'aesthetic awareness' is one aim

‘
A}

,/ of art education which currently attracts much attention.

s

ﬁost art education progrkms are now based on the
production . (or perfo;mance) approach, in spite of the
- fact that research underlines its weaknesses and advocates
“ the addition of othef approaches. The value of |
b ‘production-based art programs in developing the student's

"aesthetic ability in areas other than the broduction

of art has been overestimated; it is time to develop . N

other approaches to augment production.
. ' o ~ Appreciation courses consist afmost invariably of

'about' rather than knowleége 'of'.  Factual

. 3

knowledge

knowledge about arr}/ can be valuable in enriching direct

[

A

]
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Lexperience, but the student must learn to contemplate

l

directly and respond to the images of feeling in works

-~0f art. Many experts ape encouraging this direction 'in

art education. b

4

Ménuql Barkan (1966) statgs,' f

To the detriment of art education, we have
anchored curriculum almost entirely.on the .
relation to the artist - art curriculum

is faltering because we have not learned

to use the aesthetician and critic, nor do

we properly use the historiang. (p. 243)

According to Broudy (1972), eniightened contemplation

of works of art requires more than the knowledge about
various art forms that is usually acquired through art
appfeciatioh courses, or courses which focus primarily
on the development of performance skills and techniques
within a particular art form. The role of aesthetic
educgtion is rather to enlarge and refine an individual's
repertory of feeling, éo help students pefceivé in the
way artists perceive. Broudy stétes that knowledge about
an art form deepens and bréaﬂens the satisfaction accrued
from péréeption, but since this aesthetgc satisfaction
assumes the abilityuto perceive aesthetic images,rhe
strongly advocates a perceptual approéch to aesthetic
education. The key concept in this épproach is the
perceptive process:_in the arts, this includes the
perceptién of the sensory, formal, and expressive .

1

properties of the art form.

o~

Xk
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Eliot Eisner (1966) in "“The Development Of Information

And Attitudes At The Secondary And College Levels"
. A :

states that we should be concerning ourselves with the

é

\ development of the critical and historical aspects of
? . art in art education rather than concentrating on the
development of the productive aspects.

i Kenneth Marantz (1964) states:

| . The apprec¢iative rather than the productive
: ] ) must be our prime concern. In maturity, 4
! the making .of art is a result of specialized
. L education and is either a Vocational
» therapy or a professional undertaking. 1In
; either cagse, a smMall number of people is
o involved. Appreciation (aesthetic . .
‘ . . consumption) on the other hand, must be
part of general education and therefore it,
is the responsibility of all. Our aim in
. art education:'is to increase the :singular Lo
. human potential we all have called o

"aesthetic responsiveness" by means of

developing skills in understanding what

' . art is. (p. 23) ///
‘ .

Vincent‘Lanier {(1974) claims:

Studies in artistic'behavior, whether

child or adult, are by definition concerned

with the wrong end of the horse. Whether

we admit it or not, only a small portion

of our total population is now or-will bhe . ) X
engaged in artistic production . . . while

vast numbers are and will be engaded in

responding to works of art. (p. 28)

Evan J. Kern (1970) in "A Proper‘Funct}on For Art . '

Education In The Seventies", contends that

+ +» « a proper function for art education

in the latter half of the 20th century would
be to develop students with the capacity

to critically judge and the desire to actively

)




T PR LR

it

(o

seek out significant aesthetic experience,

that is, an education which strives to

incrcase each student's capacity for visual

experience. (p. 8)

‘The intention is not to denigrate or eliminate the
production aspects in art education programs; the
inherent value of the creative experience is significant.

However, production-based programs have not achieved
all. that art éducators assumed they were achieving;
the development of aesthetic sensitivity is not an
inevitable conséquence of art production.

In order to develop. aesthetic awareness, it is
necessary to deal specifically with the issue. It is
important to develop specific methods to achieve this
aim more directly and expeditiously; The aesthetic
appreciation aspects of the art program are intended to
augment the productioﬁ-aspects, rathe; thAn replace
them.

The use of this research method in aesthetic
education and curriculum development pas a great‘deai of
potentiql. Based on the aesthetic ;esponse, it deals
direcgly with that aspect of the artistic process which
aesthetic education is attempting to develop. It
could be used to establish basic precepts about the
aesthetic response, and through the study of éroblems

make practical applications of the findings.

i
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Some examples of éoncepts'which could be studied

using this method and then applieq éb curriculum.

develobment in art education are éxpressed in the

following questions; Y ‘ L T
1) What influence do developmental factors

B 4 have on subjects' aesthetic response?

The ineffectlveness of art appreciation
courses can often,be attributed to the

. failure to structure courses in accord
with the charaeteristics of students for

which they are intended. There is

'

insufficient recognition of the developmental

-

factors which affect responses. The study

' ' by Howard Gardner et al (1975), showed that ' )

rd

young children did not know some(basic

* information about art: that a painting was

different from a photograph, . that paintings

were not made in factories, and so on.

If children do not have this basic under-
standing they can hardly be expected £o
respond in a meaningful way to a work of art.

P. Machotka (1966) in "Aesthetic Criteria ;

In Childhood: ‘"Justification Of Curriculum" : o

discovered that the levels of thinking

as defined by Pilaget's stages seemed to set
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limits on the criteria by which é chilad e

" of a given age would evaluate a

© painting, and it ié possilile that there
are optimal times at which certain
teaching procedures oughé to be-applied.
Ralph_A. Smith (1970) envisages a kind of *
aesthgz.ic continuum along which at certain
points within giﬁen phases of mental growth

the pupil wouid be taugh£ to attend %o,

‘ describe, analyze, interpret and evaluate -
various aspects of the wgrk of art. ) r
. . Development trends could be determined by '
testing responses to art{work at different -
stages o% development. This information o

would have practical applications in

determining the b%st curriculum in which to
develop aesthetic awareness at different ‘

ages or levels of development (p. 28).

~4) How do cultural or sodio-economic factors
affect subjects' responses to art?

® ‘The ways'in which subjects of diverse

environments respond to objects have
4.
~

) ‘ (  implications for diacovery in the

aesthetic dimension of experience. .

/8ince the art expefience is an individual ,




3)

event and formed by characteristics in —

the perceiver, the dtudy of these 4
characteristics and how the environment °
influences them is significant,

Carole Ann Davis (,1969)‘ in “"A study Of
Controlled Attention To Aesthetic
Qualitie; In Works Of Art, By Ninth-
Grade Students Of Differing Socio-
Economic Environmenta"', found that there
were significant differences in the

way aubu‘r"ban and inner-city studenta

related to art works. Students from

differing cultural and socio-economic

‘environments should be provided with

differing curricula in ordex that their
varioua differences or adequaciea in
background can bé taken into account.
How do students respond to
utilitarian objecta? It ia posaible
to expand the types of objeoth vaed
to elicit responses,as suggesated by
Feldman (1975), ’
«/« » if you accept the
entrality of art criticiam,
then the realm of art education
can be redefined as the atudy of

the viauZl dimension in accial
‘ living.* We can then atudy, by

or




"
‘

a variety of mathhoda. the meaning

of clothing, furniture, domestic

architacture-and product deaign.

We can sensitize students to the

kind of aymbolic- manipulation of

the public that goea on endlessly

in our cul}ura. (p. 55) ‘
Once information of thia type has been ‘
a‘éb}emulat'ad. it ymuld be possible to plan
an ‘aeathetic curriculum'., It could begin
by explaining the praaer;tﬁ viaual experience
of ’tha atudénta andlproceed by anal);;i/n\g—\
the parametera of th’a reapohaa." It could
find its first references in utilitarian ..
objacta and move towards the popular arts
before dealing with historical or.coxiterqporary
art objacts. The student muat underatand.
his cultural reatriﬁtiom. and his natural
ability to search for his own ‘trutf\a a;\d to
“reldte those truths to himself muat be
quolopod.‘ To achieve iihia.\ tr;o Qrt
educator must realize that what ia hnporéam:
is not s0 much the items that are .produced
in the artista’ l\:udioa but what happens
"when one confronta or producea auch thingl.

" other ‘types of information applicable to ourrioulum
development could be datermined by' applying the vcrb’al

response method to the following matters:

. ' -
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1) The mlationsﬁip of production-based,
appreciation-based or aesthetic-

perception-hbased courses on aesthetic
response, :

Art education training which emphasizes \
"different aspects - the expressive, e

cognitive or aesthetic - can be compaxred

by determining their effect on subjects'

‘'responses. The verbal responae method

offers a uwseful abproach to the queation
of how understandingsa aro relatad to
skills - how kn’oyinq z;bout art 1is rainted
to producing art, and whather or not the
posaeasion of either ability is a
necessary condition for the development of

-the other. This question is also conaldered

by bavid Rcker (1970) in “How To Think In _ .

© : ~ Other Categories".

’r 2) The relationship between various media in
d the axts, o
‘.

r

*li there a tranafor of agnait&.vity from one
mode ta another? Ia the person with deep B s
senaitivity to painting likely to ba deeply

' sensitive to music or film, or to nature?

L e
| - ) Will: the davelopment of a person's - L )
@ sensitivity to visual art‘expreaaion affect ‘

" his senaitivity to other modes? The study

T

® ’ 4
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of this question has implicatigns to the
dévelopment éf curriculumsin aesthetic

‘ i educatiaon; there have been many attempts ‘
\
. {

. in recent years to study the arts together,
_The notion was that all the arts are fund~

amentally the same, théjdifferencea among

them bheing unimportant‘compared with -
their similarities. Tge hope was that
equating one art with another would lead
to a genevalized sensitivity to‘éll of them.

Thase kttempta have proven to be disappointing.

This does not meén that interdisciplinary

) approaches to aesthetic education'are
.{ Al 1 ' A B -
undesirable; it does mean that we have

to be more clear about how such approaches

. can’ be made to work. The role ofigthis

research qmethod in determining this kind

. / ‘
of informatiop is obvious., Individuals'
“\ . responses to various media in the arts
- * , \ ,
/} (dance, photography, music, sculpture)
, ) ' .

could be compared to determine what

gimilarities .or differénces ocpour, '’ - . .

3) The relationship bhetween (a) responses to
{oxiginal) "art objects and (h) responsea '
to representations of the originala. "

It waa observed earlier in'thié;;hasia : L

v -
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- Tpp. 111= 112) that responses to am
¥ "

actuéi art object‘ditfere& in kind from

reaponses to slidés of art objecta,

®

- iﬂ?l The zhsults of a study which verifies

\

- - this would have important implications
;; , | 3 in museum education or in planning programs
| ’ ' thch incorporate museum viaits (or
other'meana of dedling with actual art
1 'ébjécta) . "bw‘a must tind more ays of"
facllitating direot céntao; with actual
N . art objeots in our ‘art programs. .,
| The: list of suggested topioauror‘study ccyld be’
' expanded,’ The aimple po;nt t6 be made ia tﬁat the‘atudy

2

of the aaathatic‘reaponée is an important means of

-

determining many aspects of the artistic experience whiub,‘

affect éu:riculum davelopmént in art education,

~

" particularly aaathetig education.
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Summary And Conclusions
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An_important question that anyone involved in art o
education should ask is, "how can a teacher assist his ’
students to exgand the significance and maaniné of <
their aesthetic experiences?" This applies to the ’ v

researcher as well as the teaoher, and it relatos to the

production hspecta as well as the Appreciative.aspecta'

of the art program. In the end. all research in art
education should relate back to basic questions such as
this one. But how to 'expand’ the‘aesthetic expofience.é “
" whether .this can best be done through approgiation or ’ o
production, and what methodologies are appropriate for _ ) ,

teaching in the arts: all these are saoondary questions, P

The primary qqestioos that the researcher must dealz
with are those which are often not even considered.
Experiments dro often conducted without beneﬁit*o!

stated aasumptionn ahout the nature of art and ‘the nature

. ' oﬁ’taach&hg. "For example, the. very nature ot aesthetic t. . L

axpexienoa must be fully invoagiqatnd before any fruitful

deoiaion can be raachad concerning how aolthotﬁg : ]

4
kdequnta reunxchginto 2“ or art oduoat;&on\demanda .

."axperience cén be 'esxpanded’.

.
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that one deal witﬁr;he human éesponse'%o the art work,
not simply with the work itself. For adequate researqh
into the aosthetic experience, one must deal first with ~
individual reactions to specific art objects.

One ‘way to examine the aesthetic response is
through verbalization about art experiences. If the .
reseérch situation provides for the sééntanequs expression
of a verbal response by a subject in an immediate
' interaction with an art object, the examination of ‘ ;
that re;ponse should provide accurate information about
the experience. But verbalization glso creates certain | '
complications - does the subject who verbalizes with
Ifacility about an art object have a different expetrience
.from one who has difficulty vgrbalizing. and how .can

?

'we de;ermine“Whatithnae df?fatcncas are?
" This is an iﬁpogtan§ consideration in attempting to /

reaearéh the aeaﬁhatic response, In addition. the

researcher must proccod cautioualy in analyazing datas

of this type. Tetma of ra!erence aust be clearly

-atatad in advancox and he nult rely on evidanca other

than verbal records of lubjlctl statements. For this

reason, it may be appropriate to sxpand the research

mathod proposed here to‘include vidoo-tnpa'rccoﬁ%ant ot

the apbj;ct'u interaction with the art object. Through )

‘this mean;. non;varbni data could be added to thp'

verbal information about the response.

\ ,
Q ‘ . ’ v ’ < . A
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Determining hypotheses in advance in this type
of research could result in the researcher leading the

. subject in-the direction he expects it to go. If the

data is first collected and then examined to determine
P which concepts or aspects of the résponse are valid’
bases for further study, thié could result in more relevant

3 - !
: and possibly more original research topics. The

L]
researcher may be led into areas of study not previously
. considered, and néw‘relationships or observations may

be disclosed as a result of an open-ended approach.

! Once basic concepts have been established it is possible'
to examine them -in greater detail and, if néceésary, .
conduct other tests in which variables are controlled.
Once these obsgrvationq have been made and more intensive
studies conducted and conclusions drawn, tge resultant
informatioq can be apglied to aréas such as teaching
methodology or curriculum development. |

The use of the verbal response methodology can in
iteelf become a teaching method. In art education, the:
. doﬁelogmentvo£6%§;51t1v¢ response to a;t object§ or,
visual gPenomena has often been neglected, possibly due
to the migconception that students could-develop this
'

aesthetic ensitivity through the production aspects of

the art program alone. The dovelopment of what is known

' as aesthaetic education programs is based on the development
[} r

2

»,’W.
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of aesthetic awareness through a variefy of approaches.
'\

This research method has a contribution to make to

such eclecticism; in order to judge how to expand the

.aesthetic experience of students, we must know how it

L}

varies from individual to individual and from art object

to art object.

In addition, the method can be used by the teacher
to evaluate her/his own performance aod the effectiveness
of hexr/his program. The methodology developed here is
only oqe example of an approach which is becoming
increasingly evident in art education research. fhere.

is a growing realization of the need to replace or at

e

= least augment the more traditional experimental approaches

commonly used in other disciplines. What is needed \

, is a more pluralistic approach. The research method
developed here allows for a variety of adaptations iﬂ
research design ih‘order to accommodate differing ’
objectivea. For example, verbal responses could be

’ ) . obtained from viewers in an art gallery where the

teat situation is less artificial and the subject is

R . ’ responding to actugl art objects rathqx than reproductions.
; Interview technigues could be utilize&\in addition to

r' - : recorded responses, or the time restrigtion could be

. eliminated in order to accommodate more extensive
]

remarks.
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An attempt. has been made to fmeate a research ‘
method which is as flexible as possible in order that

“ it may be adapted to the diverse needs of rese&rchers

and teachers. In mainﬁaining simplicity and practicality

P - in the methodology, it is appropriate to the classroom

situation where it may serve a variety of purposes, ] ’ ' 1
_ from teacher self-evaluation to the creation of new

teaching methods and the development of curriculum.

If research in art education is to progress, it

is necessary to concentrate on two basic aims - the
identification of relevant problems, and the .
determination or development of suitable methods and -
instruments for exploring these problems. Manf of these )

problems and methods can grow directly out of the

classroom encounter, and consequently affect the practice .

of educating in the arts. .

[=1 0 ‘
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] 'NAME | - ‘ .

' §BX : \ » ' .

| o ‘ ‘ .
AGE e . ' : %
_ EDUCATION: SECONDARY (GRADE comﬁwnq)
\‘ - i t \
ART EDUCATIONM: < (NUNBER OF YEARS OR FULL COURSES
TAKEN IN ART) . s
g ’ YMR& l ' . \ , _l
. v %OURSES = , ; | .
R P B . NN

~

. . HOW MANY TIMES HAVE YOU VISITED AN ART EXHIBITION IN THE
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APPENPIX B

SUBJECT MATTER AND FORM IN VIEWING PAIN’I;INGS

@

\ ' o Joan Walteras
B . . - '

'Problam' ~

°

The study was daaiqned to anawer the following

queationa: \\ ;. /

1) Do 8 jacta viaw paintinga primarily by lookjing
for vepreaentational or identifiable awbject
mattera, or by reaponding to the formul ,
qualitiea of the painting?

W 2) Are there age differences whiuh datermina
how paintinga are viewed? . .

3) What iz the effect of art aducaﬁion onh .how
aubjeocta view paintinga?

)

Ranaq&ch Design . ) ’
(a) Selectidn of Subjecta: )
o For the- purpoaaa of thia atudi. aubjecta ware
selacted to reprasent the variablea of age

_and art training.

Subject 11 Peter; 14 ﬁhara old, male
’ no high achool art training ) ‘

Subject 21 Roger; 14 yeara old, male
! - one year of art training in
high acheol

a '

Subject 1  Joanne; 16 yeara old, female

! L r0 high school 'art training o AR
aubjaut,i: Janat; 16 yeara old, famale
‘ ‘two years art training in - -
i T " high sachool :

t
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Suﬁjqct Si'-vatz adult, female % R
" no a¥t training
’ ALl subjects are from a limilor qpci 1pconomic ;

<. backqround,

(The father’of Subject 2

. practising artist.)

-although: sex is not a vnriabla to

ia a
Both sexes ate r&&gaaented.

T

tudied

here. .
C - \

s If 4 more comprshensive réseatch st dy were to
be cchducted, based on this prelinfnary study,
many more :ubjecta from various groups could

_be studied, expanding the variables to include
, & wigor range of ages,—art training, and to '

: 1 " control other variables such as'intelligence, T

3 4 .. sox, socio-ecohomic gnd develppmental

S factorsdetc. o

! . b)

T , 3 nliden of diffeéent content and style were » - .

- : v Iclectgd with consideration for subject matter o

% o g and fof tha formal alemantu evident in tha S '
' paintings. i , ) - . . .

Grdgn Rumambrance.* .

} . L - Guiseppe Santomalo . . .
| 8lide Two: Still Life With Dust And Palstte;

- o o ‘ S Pablo Picasso

. : e ‘
\ : e subjectl were tested individually, seatad in a

, v . - priyate area with a tape recoxder and projector, S
'They ware shown the instruction sheet. and given
time-to read it carefully. JThey were nof aware
of the purposs of the test and Zivon no : T
additional infetmation or in:g:uctions other 'than . S

-~
s

.y

Tcltingc

> 3

¥ - - * o e

;e L Fe o Blide On?z

baing told that they did not Mave to speak
~ . constantly, thay could have pauses on the tape.’
¢ . the subject was instructed to bagin and the
& instructor left the room. After one and a hal!
minutes, the instructor yeturned and the ,
_procedure was repcated for Slide Tvo. ,

/.»/
tﬂ

) F\z

.D’
In-a moxe comprehensive study it would be
,f . negessary. to increase the numbor of alidou L
~ 'f to."at least four or five.

r
L4
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4
L Instructions resd as follows. Tou wili dm - i
\ shown a elide of an art otjecy 1ot & perisd '

.0f one am! & half mingtas., Da'tag the time , .
8llotted make as many statemdnte a8 oSS ilils . : '
" about thq OLYSCt, Bsfing WhSteW? CoNEs Td

Rind when yeu louck st it.  Thers <as be Mo

riqht or wrong u;amﬂu

Ronult? . ' :
e —

The recorded data was tTanscribed L6 written form
(see attached nwxwh‘mﬂ. ™e ovs and A Balf misute
statements were divided into segmenis, o6 phrapls. sc Lhat
each phrase daalt with one Sistinst aspect of the o, ~ i

inting., Pausos wers conaideraniy weefsl’ in deterwining

f«ere breaks between exjressiins of Ldeas oiswrtred.
In statements Consjating u! saries, individial coegormnts
ware considered separately. Koch statmmmst 4f seqgmant
was rated as (8} Subject Matist of, iF: Poem  , Stataments
not specifically lated sither 14 Suk JeCt Matier of

. Form were rated ) Other. Statements tAtes 48 (S1H

o

3\

, ror cxuplu
"the pnnunq is very gm;uw“ "
7 -
"tife‘1ight background adds o m-. makas /
them stand out even mn , PR '
" "the yellow-orenge tm h' Slee i A
_© attracts ne® - - \ . NI

statemonts were those whigh dealt vith (dentifiable
physical objects which wetS represented vumi&r s

. the painting. for sxmsgple: o b

“in the uiédh of the pxmw*. gquite
Lntnrtstmq stuwdy of a m, ' mym

e

2R resembles & ebm«t that holds » lﬁq ~ /
"I can ses & table with little ‘waod him: nll
around {t”* . N

.! .

Statements rated As (r)‘uMu“ ware those which deslt
with so-called ‘slesents of Yorm; lims, colour, taxture,
etc. or principles {.Mtgn such &8 - W&uw.

balance, hu-aﬁ\y or pteu of style and umgm . .
bt | , »
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Stnteﬁontl rated ay (0O) were those which d4id not conform
to either of the apove categories: ‘.e., personal
opinions, informatiion about the artist, etc.

. - !
Some problems arose in the rating of these
statements, for example: '

"I like the colour of the red tablecloth”

A

Thi’astgtemant contains both an (S) ntétemont about ‘ «
the "tablecloth and an (F) statement about the colour.

Repeated statements were considered as two statenents
unless one followed immediatoly after the othor and
emphasized or clarifled it.

An@lyﬁis of Data

. rgglo 1 shows raw scores of study indicating
s, r, responses for each subject and each slide,
also total :mnp@nlaa for each subject.

Table 2 shows pcrcantaqa S statement of the sus
of 8 and ¥ statesbnta for each slide for each ece,
Only § and ¥ statements are used as the sxperimen e
is based on these two t*Ftarn. :

Raw scores werp convertad to percentace values
because not all subjects gave the same number of
‘zesponses. The percentage of £ and F responses might
*indicate skewing within age or education groups. '

Nk ke e —— e < e a
- N

7~ . ‘
The pesrcentage results will bea used in t=tests.

The following ntati-tical snalysis would have been
performed if a larger number and more syenly distributed )
group of subjects had been available: 1L.e., young art-
trai and non~-art-trained, alsc older subjects both

" trained and untrained. -

1.: Young subjects without art~training must be compared

. to young subject th art-training. The memn fofr
sach oY the two grougs is established, also deviation
and deviatjons squared. This data is used in applying

. the t-test. 1If there is a statistically significant
difference, it indicates that training does affect .
the use of 6§ or F statements in raaction to paintings.

¥
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2. Similarly, the t~test must be applied to the groups
varying in age, but not in art-training. If there
is a sionificant difference between age groups with
similar levels of training, then age affects
observed reactions to paintings in xregard to S and F
type of statements. ’

N '
Other factors that might be considered:

A correlation could be sought betwecen Slide One
and S1idé Two scores. A high correlation would
indicate that reactions are not dependant on the

v 8lide selected, but that reactions follow a pattern
affected by age and/or training. If no positive
or little correlation exists between the slides in
regard to the responses, then the reactions are

* influenced by factors associated with the choeice of

slides.

A third factor could be investigated in a similar
way; however, this was not an objective in this
study.

Conclusions . ) .

t

Since none of the preceding operations have been .

carried out due to an insufficient number of subjects, N
it is possible to draw conclusions which are
statistically viable.

In the absence of statistical volume, analysis

. rebeals that, in this study, subjects with art-training

made noticeably more statements of all types than non-
art-trained subjects.

This method of research seems to be appropYiate
for the prescribed task in this preliminary study;
assuming that the limitations found here were overcome
(that the number of subjects were increased, a wider
range of yroups werc used representing variables of
age and training, and that more slides ware presented)
the study would be analytically s%gnd.

[
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Example of Data

. Subject 1l: Peter

Slide One., g S

-

1, Well, there's not very much of a contrast

A in the colours F
2. and ah . . . it's more of an abstract kind
of a painting it looks like a design . . .
um . s s F
+3. it could be done by , 0
4. in the middle there it's got some depth
to it F .
5. .as if it were,I don't know, it looks' like ’
a forest or aomething it could-be like :
a forest with trees . . . and ah . . . 8
. 6. I don't know, it looks a bit sad . . .
you know . . . as if the guy who did it - :
was kind of sad, wh . o] \ .
7. 1if the brown wasn't ‘thekre, it would be ‘
« « » I think it would be a bit nicer
hd LI T ¢ F
o' B, ~it'503uat like a design o , F.
9. it's got depth to it, like in the ‘ e
middle . . . F ]
S _ ¥
> . . -
Totals For SlidedOne
¢ S“bject l
b Subject Matter (S) 1 \
[ Form (F) 6 . T,
- Other (0) T 2
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TABLE ONE
Subject - Slid% s F o] Total Description’
] ’ N )
1 1 6 2 9 - Male

¥ 1 2y 7w 3 1 12 Age 14

; Total 9 9 3 2l No Art

1 6 4 7 17 Male -

2 25 11 ¢ 8. 23 Age 11
Total 17 8. 15 40 1 Year Art

» ) r( » [

1 3 3 5 11 Female

3 ] 6 4 « 2 12 Age 16

Totgl 7 7 23 " No Art

NLL 1, 1N 13 0 14’ Female

Q ‘ ¢ 27 7 t13 o 20 Age 16
AN Total T8 26 0 34 2 Years Art

Femdle
Adult’
No Art
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" TABLE TWO
v . \})
- : S+ F
Subject Slide 8 F No.
1 14.3 ¢ 85.7 § 7
1 2 72.7 27.3 11
.Total 50.0 50,0 18
B 1 60.0 % 4.0 % .10
2. 2 73.3 ,  26.7 15
‘Total.  68.0 32,0 25
- 1 50.0 8 - 50.0-%. 6
. 39 2 60.0 40,0 10
. Total  56.2 43.8 16
1 7.1 % 92.9 & 14
4 2 35.0 65.0 " 20
“ Total 23,5 76.5 ‘34
1 0% 100.0 § 3
5, 2 28,6 71.4 7
; h
' ‘ ?
('_ .
! Y, A o
1 (a .J !
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