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ABSTRACT

<

- : - Carole M. Irgo - -

-

ON THE USE OF ssnsnxvzm AND Awiazugss TECHNIQUES TN THE
- ' TEACHING OF MOVEMENT IN DESIGN

'I'hig is a‘ study baséd on an awareness expansion experi-
ment in m,isic and danz-e/ in order to increase the per‘ception_’ »
of movemient. - This '-tudy is t-:o suppbrt the content;ién that

_ experience and 1nvolveui'en§ is vitally important in order to

: d@velop éreativity, and that creativity in all ﬁ.elc}s of
endea'vor is of prime iﬁporta.nce to a vital and growing \
.:ocieiy. In order to countér the desensitization of the .
sonns .which modern man suffers as é result of a continuous

unsc bombardment, and-inorder to counter the qrm

N alienation of youth to education, it is nqcesury to selec- . -

t:lvcly increase their sensitivity to ‘their environment.
Stml.m:l tl\ereforc must be reawakened to the world around '
thoﬁ. It ic one of the functions of the art teacher to

«a‘cconpuah thi: goal, .~ PR
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, L .. INTRODUCTION
o Se—

In order tci(t ktimulate creativity, the teaching of

a}ny subject musteber creative, ot merely a reiteration of
“ . . ., known.facts, which can easily be acquired in the nearest

library. thile f:'a;u_:tual knowledge certainly has, its
o place, and while the teacher may act as 4 guide .tov‘t'ai'ds
acquiring it, the educator has other functioﬁs as well; o
these being to stimulate, gu:lde. stit the imagination, and-
‘in qeneral, see that the student.s are given meanipgful
experiences because this .1s ohe way towards individuality
Q and- creaéi.vity. ‘ . > .
‘ - . In the teaching- of art. the teaching of perceptual

| awat?ess 15 ~important. - o :

- .v.a half of us are bund, few of us feel, 2o
" C and we are -all deaf.l

A'majority of children, upon being asked, will ‘say that ..
a‘ tree trunk is 'brc'nn{, a brick wall is red, grn- is green,
thé sky~ is blue or gt&y. FPew of the children seon to ses
v snbtletiea and gradations of colour. ’

;- Just as scne people are colour-blind, so . .

others may be blind to shape and surface’ -
and mass. 2 ‘

The same is tzue? of all of our senses. ' Pecple see,
hear. touch, seleet:l.vely. Few ’ueni to be aware of the more

\J

1Esau, Evan, editor. 20,000 %‘ andggyotes, Doubleday J
and Company, Inc., 1 'ﬂfpp.

znead, Herbert, 'me ueaning of Art, Penquf\sook Ltd., -

1963, P- 16

-
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" to>use this awareness ard knowledge in creat{ve fashio'ns.

N C ' .
indefinite or more subtle areas of their s‘enses."

poeo v

Part of the function of a teacher, and specifically
an art teacher thetefore, is the stimulation and encourage-‘
ment of perc.ept\sal awareness; to increeae the students
knowledge of their own per'ceptions ,. and' to help, the students |
If the teacher supplies carefully selected experiences, he\
can help students to see such things as the myriad forms,
co].ours, textures and shapee which abound in the world
about us. This can be done tl‘ugh and witb all the o

‘senses., , ) .

N
‘use of cengltivity training. It may be ﬁsed» 1n gnany

{ '
' One nethod gaining increasing popularity is -the " 0

disciplines and applied to many fields of éndeayor.
fically, it .can be "used in an ]art\clae'e_room to achteve
the ‘goals of avareness expansion. ‘ \
' Awareness p:oeedures,_ throngh thT’m&mi of selec-
tive lt'.imlation of the -enaes. can enrich the leamj.ng
proeen i—auuraﬁiy. me petceptuauy aware art student

can then achi.we nev heiihﬁs of £u1£111nent in his work

‘as he will have so much more in the wey Of sensory equip-

‘l

‘ ment and naterial with wh:lch to work.

o A nﬁjor purpose_in art edncation,quite
-.possibly its pr . ig to deepen '

and/z quicken pleaaurwgn seei.ng. L
It 'is preciuly this c ing" which can be the :
enri.chnnt. v j - o .

3jatferson, Blanclie, Temchiig Att to Childrem, Allyn &’ Bacon
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. \», .. JUSTIFICATION OF sﬂbnv
S Y - Inthe teaching of art, as indeed in all subjects

' .imagination plays a _vital role. Imaqination may be o

defined as: -, T R * - o
(:’. = * An act.or process of forming a conscious o
- . idea or menptal image of something mever , - - -
T before wholly perceived in-rxeality by the
| imaginer (as through a synthesisa of remem-
« _ bered.elements o‘ pPrevious: sensory experi- - C
. ences or ideas). ‘ : -

Creativity cannot exist without imaqinatiou. LIt , 5 ’ %

. - is imagination which 19 the inspitational source for the - / j‘;;é

o ® creating ‘of new things. In order to encourage the deve} . ?’

‘ opment ,of this facility one must become aware of the neod . P ‘“_'-"

\ ' to do so, for only 4dn tl;is way will teaching ;ltqelf bé-( ‘ &. R , IV»";E‘
come creative. | _ I : 3

t

This is the primary function'of the art teacher. -
He. must stimulate the imagination of his studehts in order .
that they may become creati\ie. ‘One cimnot teach imagin- « '_f.?
ation as a fact, nor as a subject such as arithmetic. ¢One
can only stimulate, and encourage the students to 1ugine, L |
to be individuals, so that they may think, feel , and create

in aq:orcl.dinal,faebion. It is impossible to do this wi.gli- ~;r

- . _ ——

. out involvement. - s S o

-4,
J
s
5

i 3 , Involvement on the part of the te cher and gtudeats
Lo ' in shared experiences. can help to gener te an mﬂ\cte !
AP : ‘cove. Philip Babcock, Ph.D., editor, ter's Third W .

International Diction_e_z_'x G. and C. Merriam Cor e ‘,_3. OS>

;
p. 1128 ’ v \ RSP
P P W T
p. N ; e Ly .,
. . o i . . R Y
* Ea] - -
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o T 1n which creativif,y is more easil)y reached than' in the

“ convent.iml classroom where the teacher remains behind -

s

’ | the barrier df a desk regurgitating the ideaa, facts i
and valucs which anothér teacher had giVen him, .this ‘ ‘

comi.ng ‘from: still another teacher', reaching back indefin-
.o T ‘ ) ‘. ' : S 4
 itely. ) ) ‘
It's a: poor sort of- memo that only E
works backwards.5 ' :

The creatinq of new things an only cbme from the
-timulation of new ideas, and the £ ction of the teacher

. must no 1onqer be the mere. giver of factual information.

An imaginative teacher can think of ways in which to
‘ gonorate involvement in a creative way. Imagination itself,
Junq has rsuggested may be usged :I.ﬁ more than one way. It is ™,

. not on].y a guide l:l.ne into new exper.i.ences, emotions and

% . /idcu. nelther is it merely a way into fantasy. "It can be

used as a step towards a ncwer reality; a reality in which

2 . one is aware of more than jusi,: the obvious. e is, o

e necessary for at;udénts to recognize aubtlerios as well as "
S the obviocus if they are to create.® -

SO He (the student) should discover tv.hat there

S " is such a th!:g u'orgat;l.ve looking as well
o . - ‘as. creative painting. :

o,

I P T

Y
&

i

L

] B

. © Scarroll, Lewis, The White Queen in Through the Looking ‘
'« - Glass, illustrated edition, Children's Press, 1 A

LI %cndit. Laurence J., Self-Knowledge: A Yoga for the West, . -4
s ... _The’ 'mwolnhical rubﬂiﬁ'&""ﬂ'&"“'!mv'ﬂ—'ssng use, » Pe SR
: - 731.“:. 8‘111&: W., and Daviad W. Ecket, Readings in Art ‘ i
o o M__ Blaisdell Pubnuh:lng Company, 1966, v p. 2440 N ~
Jav) : . R R .




This "creative looking™ is ‘of prime inportanoe 1n

the realm 9f artistic creation. for it :i.e An this way
+ that the student gathers ma rial with Hl&ch to be origina].

)

in his WOI’k. “ /\ . K x,'-l ¢

A

1 M

In this age of mass media, we are constantly . '
' & - -
bombarded by various sensfe stimuli. The eye, the ear and L

-

) . the nose are being assailed gt all ti-es& .o . ’

" Man today is surrounded by a phyaica]. ‘ ‘ e
environment that anesthetizes much of . : R
‘his sensory equipment '"

. : . ‘ . :
In' the sense of hearing we are almost continuous ly °
surrounded by an ovet-bear{ag amount of noise. Music is Co

ever present. The bland’ sounds of Muzak seems to be "

! everywhere; department stores, ahopping centres, commer- o *‘:
R cial, huildingsv elevators, even some schools have mic 7 ,2
_playing at all times. It is music planned to.be innocuous @ %?:

and one tende to juat mentally turn it ofﬂ' . "§

Toe oL The sounds of radio. and television are a background .’ | t
A S accomp&né-mnt in most homes. If one does not use one's . - £

. | own radio and television, ~:lt echoes throngh the walls of -

. . . . the man’ next door. Television sets are on oonatantly in ' iR
;{‘,» o store windows and in the stores tbeu‘elm‘ Stndent-

‘ carry tr:aneistor radios around with them so that even vhen
. . walking on the street or ridinq a bus, the alt soe- ..
I filled with raucus zound. . e -

8otto, Herbert A., and.Mann, John,“eﬂt&a,\ 5. G:owth.

—the Viking Press, 1968, from the essay

32;“3.: . Awakening Through Smell, Touch and !as o p.
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. " Cars with 1oud-speakers cruise making announcements.

S me-sguquf of j'tx.jaff:l:.c inl’i.tself can be overpovering. - The
blare of horns, the revving of motors, the 'roar,of a defec-
\ tive mufflexr, all these are ever present.: 'Machines workir‘\g -

I on the streets .or on construction gsites, seem to Spring to

e life at dawn and drone on throu.ghout t;xe day. The siré\
of .an ambulance, police car or fire engine may be added

LI B Q

v ‘to the cacaphony of sounds surrounding us, as may the ‘ _"
. ..sound of an ‘airplane ‘overhead. . .

' T ' l‘he simple sound of people massing togethef cam be

o j overpmriug. One is exposedb to™ the roaring o of a crowd

s - \in a stadium, the loud discussions in theatre lobbies,

- ‘ the arguments, ‘the sounds of a baby crying.’ All thege are . -
g prqaeixt: ,duﬁaing a large part of each day. |
X ‘ . The sense of hearing is bound to be affec;ed bf Co
| : th:l.s ovct-abmdancr in noise. uany people today seem "to R :
:'?‘-' <o hm the:l.r hearing affected by this. 'l.'een-agers ‘who are . - ¥
pmo to play music u lovdly u posaible, whethex ona -

o . "' radio,.stereo or their own e].ectriﬁed and amplified ‘ . 4
:" . - bin-trmtc, ‘are having heaxing problems and there is the .
T Wry real dang’f that their hearing may be pemanently

LY . Lo
CTIEQ Ly s b R

[ M R . ) . A

. : Sight 1}- another sense under constant boiabag:gﬁe:nt. .

.. ’light is eyerywhere. Traffic lights, neon signs, flog§~ -
. e buildlnqs. spot 1‘liqhtl ;heéling through the sky'. the

strobe ugnu in popular uce in \"pl"yched‘elio‘l'{ d‘iscoth‘equ"e's, L

R -
B L ey

o
Fate




a, o - '

\ ¢ s all fhese 's.eem to whir by, disturbing and blur.:ring vision.
* : * ‘ On¢ cgn have momentary blindness f£rom the lights of an y
" 7 ot on-coming car, truck K or bus, or merely from driving down o ’
‘i i " the uf(ain street’ of any large city. ‘ R oo
™ : Whei-everr one looks there are advertisements. Large

biil—boards obscuring thee country xa.andscape or the aide of

\a building are rampant. Books, magazines, poaters, signs,
e all are at.tempting to’ antract the vision of the bystander.
N LT Inﬂthc‘a society of tod;ay", people spenﬁncomn@'

. - / o

o _ ' hours staring at the small screen of a television set, or -

- ‘ the .over-powering ‘1ar one of the movj.e thea.tre.‘ One can = -

be hypnotized by th v n screen into staring ‘
mean‘:lnglessly for hour - d
. Much of what}eawiew is unbeanbly ugly. The SR
. ’ g sight ﬂbf industrial wastes floating on a :Lake ‘or river,
the vast amount:s ot@arbage piling up on street cornérs
v ' or in front of buildingh the junk yards f£illed with . o %ﬁ
. o scrap materials, ‘the dead car cemetaries. each ot thece

v ; teaches us not to look.: o c S
. - ‘ ' Bui!ainqs' vhich surroupd us are rarely boauti.ful. |

= " » " - In the main, city dwellers . live in con?reta canydns, 1n‘

C‘ AN ‘ depersonauzed apattment bu:i. dings. in short, in totally
‘* _ . dehumanized ‘buildings.

. - is to build schools without windows so that students. uy |
e o not be diatracted from their ‘studies by the pnling utmt. 'j.“i‘:“

S ' . They may not be distuctcd. but then thoy zml.y ln . ;



RE dnything but the }muﬁdane.

6\3: sense of smell as well is constantly being

s’ . .

assciled, and ptimarily by unpleasant odours. The urban

; , . population is exposeﬂ to air pollution of a11 sorts) the_‘
;} 'smells of industrial kaste. sulphur in the air from re— ’

<]
\ﬁneties. car and bus exhaust fumes, the horrible stench

' .ot diesel oil being burned in trucks. Dust and sand' clog

o ' our. nostrilsﬁ. smokjinvades our lungs. The wafting on the
breeze of food being cooked'in open air restauranta or the

Y . -~

local greasy spoon both contribute their rancid odours -

to the environmefit. | ' )
Garbage dumps, or bags of garbage on the street-

maitinq pick-up, the stench of crowds -- aweat, personal

odouts. the smell ot their clothing, these too are ever

- present. 'nm smell in a class room filled with a group of
. ! > .
students having just come from the gymnasium, or who feel
'that one .way‘of rebelli.ng against the establishment is to | : |

" 'be one of the great unwuhed, are odours that ax‘e repellent,

il
\

. * tothe avorage person. L . ' a3 \

e , 5 All of this ove \f.imulat:lon leads ﬁq a de-sensi~ " |

i &ung.ot_- the u'e:.ue's. Students today work,, study, pla?
and- live in a sed of sound and sights which they no longer

2 noticq.' ﬁ\oy j'nt\: cannot cope wi.th such an over-abun'dan_ce \

‘ N of lbi.lﬁli ~ They tend to close themselves to all of this

- and thul ehoy nin the pleas:l.ng atimuli as well. One

B tuncu.on o! thn creative art teachet is to lead the students LR
.' f\ .. ) ) o [ SR
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back to sensitive awareness of their envir nt. .

, : We cannot teach another person directly.
We can make real learning possible by
- providing information, the setting, N
atmosphere, matgrial\s. resources. and
. : by being there. B ! |

_ "' 7me teacher can only guide and sti:hulgte. This stimulation
[~ ‘ ' ’ - - o
I . however, must be towards a selective sensitivity or once

more’, the students would be over-powered by tf:o much.

Art, after all, is ever-present in our lives, . l

~

whether we recognize it as such or not. .

. The teacher of art must see his subject, the

. arts as an-element of human existence which . i\

has both formed and interpreted much of the

positive values.of “earthly existence. Art ’

o not separated from science or industry, nor

, ‘ ’ divorced from political or financial affairs,

‘ but rather that activity of human beings which

: encompasses everything from the shape of - :
buildings to that incredible machine, tele~
vision, and from the work of the lonely . T
painter to the group production of the live . Y,

- 2“';{8 - it is this the art teacher deals R

U th.

In this vayﬂatt -ﬁ:t becourelevant t¢’> all ldbjectr
and yl1. fields of endeawr. One of the best places in
: _which to accosplish this should be the schools.
;3;;1 : .| Unfortunately, atu&egta tend to think of school as

[ T

o 5 a place apart from their "real® lives. It is a place they
N _ ~ generally dislike going to; one £rou whl.ch thcy cannot wait
' to escapé at the end of the school day.

The traditional functions of tho schools .'ll a yhcc

Logan, Frederick M.,
Harper and -Brothers,




‘where facts are ingested. Its ffin;l gda]. is the inc;jor-
’uporati(‘mu t;f youth linto the contemporary soc¢iety. In this
SR goal, by and large the schools fail. o
r - ) . As seen by the students, the school is a factory,
- atte.n;:tin‘g to churn ont- pre-fattricated giaduat:es vhose
. heads are filled with both factual infomtmn and overly-
'abstract concepts, neither of which is useful toé the studenta
in their daily lives. .
: 4 o je modern school tends to be a depersonalized, de-
hmni:ed, antiseptic institute. Because of the present
R ’ - day txend to pver-oentralizatj.on, the school i.s governed
. from afar by provipcial ministers who rarely have any
.i" _' P Xknowledge ofieducatio;x. | Nearer to home, there is a";ﬂ .
" school board which often sends out illogical and poorly |

;j:: planned directives, something to which the mnt is
i ’ prone as well. In the school itself, adninisttators are
b . - usually seen only bg thosé :t\idantg who have somehow

s
N,
.

violated the accepted code OF behaviour and are called down
for ‘puniahunt. ~ ‘ ’

.

The majority of students tend never bo really know
or bceo-e involved with the njority of tbeir teachers.
The class popnlation is overly-la.rge the teacher has too -

e ' /
X many students to toach. and the mnlt ,i.s a- lack of

.

communication on all leveh N : .
Because of the unavailabiuty of adaquate guidance
sources, students are often p:ogrq—sd into courses which




" notions of what theé next lhigher institute will demand. "

. ized time-table. Their courses rarely relate to life as

. important, good examination results are vital “The
-enphasis is on getting the right mﬂ tathct than
-developing a spirit of :Imquiry."n Too . nany couxses m

ten,

they h‘ave no desire to take, in order/to fit pr':ecance\ived
2 : ‘ ’

Often they are programmed purely to fitainto a computer-

they see it. Schools of this nature merely place students
inté slots, whether or not the individual student belongs
in that particular slot. . . .

The atmosphere, too often is rigid and repressive.
rules and regqulations are in effect b%cause they have
always beefi In effect, and this nsnglly leads to a complete -
lack of flexibility. ' \ '

'l'eachi.ng is based on the average. Because of cl;ul )
size, teachers are unable to recognize iﬁdividn&i\di'ftof-
ences, or -if they do recognize these, are rarely able to
cater to them. Both poor and extrene]:y’good students
suffet. - They do not fit the norm. The 'creativa:child in
particul.ar often suffers badly and uy do poorly because
the creative nature is not one of conforni.ty.

In a system geared to the fact that marks are all |

B

examination oriented “These e:;ni.natiou. oﬂ:tn co-h\g

u'mous, H.F..
National Ass

A
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from the 'goverament, may not be&r'any resemblance wﬁatso:,

-

ever to the course taught, even though the teacher was o

following government directive. Students feel helﬁygss -

‘because there is no appeal. . -

&

Because of all'‘of this, there is little left of the

feeling usually termed "school spiriti. Vandalism is rife

.
hY
A 2

in most schools, often\aé a result of all of the aboéé.
This vandalism in tura brings on hore repressive measures
which in turn brings on more vandalis;. It is a never- .
ending spiral. o ' ‘ -
Becausé the schools are static and society is not, '
students are unable to éope with qonstant.chenge} As a - "
result, in this e?d of‘maés media, people spend many hours
s#artng paasivél& in school, at home, at the telévisién screen.
Perhaps, aﬁ a reaction, pé0p1e seem to feel the need of )
involvement. This comes ou; in many ways; taking part in ‘ . o
Qenonqtratipnl, joining encounter groups, mystic cultg and . ',

and drug-oriented cultures - anything which they tan rela A

" to and in which they can actively participate., Youth in . .é
particular is disaffected. and alienated and in the rise of o N
-ipéuégar—cnltn:an, one sees th§ir‘pearch for personal in- ' " é
volvemant and fulfillment.'? .

. A rapidly ch&ﬁqing~society demands a rapidly changing - : :73
oducat;onal system; one which is flexible and can fulfi 1 ' 2B

thn ncndl of the studontl. A systan*which exists ‘merely to 5
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izations had rites in wh:lch dancing.was a central thems.’
‘Even today, a visitor f.zou space ).oonng im-.c a ctwd-d' :

«

pérpetuate existing values is out of place in a society -
in which these values are subjected to almost daily .‘ - -
change. \As well, it is impossible to keep abreast of new

discoveries in our technological world. Scho&ls must

)

change to fit the times. .
| It is the writer's contention that schools must
bring students back into involvement with the school, .
with themselves and w:lth soc:lety as a whole. To do this |
even on the most primary level, the student must ﬁ.rst be .

reached. i -

-
-

This is an era in:yhich students "turned-off" by
schools and their home environment, "turn-on" vhen ‘,
possible through. other means, basically drugs. !he | ' T
schools must find their own way to ‘turn-og' the students.

One w‘ay may be through the development of sensory avare-
ness. | : . | - !

Dance and 'mus‘:lc are both relevant to the students. - |
Dance has been an expressﬁré’ and emotional outht for -nn
since the dawn of histdry. *Among p‘riliti.ve*p;‘obm.
religion being 80 large a part of ufe, the dance :lnovit— o
ably becomes of supreme reug:lous W To dance

‘13 - RIS

was at once to worship and to pray. nolt early. civil- .
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¥ Music, it cannot be denied, has a tremendous emo-
%:y-! * .’ _ ’ 3 |
S tional impact. It too was frequent in religious rituals.
. ' :
E - Today, it is ever present. Whether it be the har driving
% ” . beat of acid rock or - the personal lamentations a ball~

adeer, music plays a vital role in the lives of teenagers v

i of today. They dance to it, listen to it, study to it,
talk.on the telephone to it. They carry transistor

'a,". .
'radios and often guitars wherever they go. To them,

music is a vital part of life.” It forms a continuous
oL ' background to their lives.

Yt ' In an attempt to make education and in particulir
-, art education a fulfilling e:éper:lence. one may, perhaps - N

use music as a comcting thread, so that art may be a

e e

?Zj; : pnrt of the students' lives rather than an occasional

N

esoteric experience. ’

.The use of music may prove to be a meana of
: crcating an at-osphere to vhich students can relate. It
. - _Il! help to nakg art relevant to them. Through the use
| of music, it may be possible to create an envirpﬁment'

and an atmosphere to which students can relate.and make
then‘_iooopl:ivn to a nev' environment within the school.

~

S - B _An art classroom is an ideal place in whiclfto A

'

- o ) tttwt the above. It has "the facilities to reach every ) :,;,-f‘
Fons s ”_y .
s n}u. .and th. ocm:lon to do so, if the teacher so wills S

T 1 Illll:lc and dancu may be used to reach the students
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" the eacpansi.on of perceptual ayareness. Through this

. some fulfiunent of individual potential, ‘these are . .

.develop their innate creative abi.ut:iea and potential.e.
»
- 14,

on a non-verbal, non-intellectual level. The use of these_'

disciplines to create new experiences is the central core
- 1 P

of this thesis. It is vital for creativity that one be

e:xposeé to new experiences;’ experiences which will aid '

increased awareness, one may be able to create. ’

To evoke in oneself a feeling one has : “
experienced, and having evoked it in oneself, )

then by. means of movement, lines, colours,

sounds, or forms expressed in words ... (one) -~
can transmit that feeling thai others
exper¥ence the same feeling. 4

\

Unless we penetrdte into an experience, what- '
.ever its nature may be, it will remain super- *
ficial and as afgh cannot serve as the basis

for creativity. \

5

. { s L
, Increased awareness, of the senses, of others and ° <«
§ . -

particularly one's self s Dew exper:lencea which\maz well :
help the student to self-realization and this in turn to " : ;—i‘;

inportant in the fostering of, imaqination and creéivity

" In order to fbster thih imagination and creativity,
which are essential for a groving and’ vital soclety »_ ONE
must have creative people. Those wl;oee imagination and ’ .
perceptual awarenesa have been stifled must be returned

to selective avareneaa and 1nvolvement in order that they

L

Count Led Tolstoy, as quoted by ﬂerbezt Read, The Hea.ml ng -
of m. Penquin Books Iltdo, 1963’ pa 191 e e ) /‘

lsalu’lrm, Michael F., editor,
neal.th, ‘Syracuse Univenity Pres

5, * LK 2
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The experiment explained in chapter 4 is one of many

| ' . possible means through whi \tudents can be reached,
_guided, and stimulated, both in their imaginations ‘and
. sense awarengss, thus tapping deeper sources of c.reative
' apility, | | |
' - B.ecause dancing and music are such an integral part

of human existence, it was the method chosen through which

to teach the abstract concepts of movement; one of the °

inpot%ant elements of design, one which is usually taught
. in aone"yay in most. art. classrooms. ‘ |
In art, whenever movement was shown, it had always -
been an instant frozen in time. Only through the influ-
ence of chronophotography and the subsequent work of
- Duchamp and the Futurists was novement shown as a
j seguence of events. '
3 3 - . This expeqiunt attempted to add another dimension
) to t;ho study of movement - that of emotive expression. -
Through experiencing movement themselves, it was hoped to -
- increase the students' awareness of this element, to ﬁ

gonerli:c involvement with music and dance, and thus with
the element of movement. The aim was to enrich the .
! ' | ggudcni:s_‘ experiences of movement. ; i
R - Through experiencing movement in a creative fashion,
f o '. the studentg_were then able to reéreate 115 in artistic " ,,

vy tu:ﬁ. Ideally, uny of them were able to achieva not

oul.y thooutwud tor— of wovement in their art wo:k. but, - - ¥
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". * REVIEW OF LITERATURE S
A. Historical perspective

]

The desire.to cre,ggy‘, the illusion of movement has
‘been Csct_xrrent.in the hiﬁ‘ﬁiéiy of art. From Hellenistic v
Greek“sculpture, to the swirling compositions of Rubens,

the writhing foﬁns of Baroque art, through to the Rfrenetic
llt;inetic‘x:\otions of the Pu‘;urists,' artists have sought the
mm through which to cteatﬁe‘ this illusion. ' The 20th
o century‘ in particular, has developeﬁ' Qeveral ways of
dealing with this theme
: ‘rlg manifesto by Pilippo Tonlnas Marinetti, published

~
.

in Le Pigaro of February 20, "1909 "proposed a radical
movation of all artistic’ activity in ke )pinq with the
dynan:lnh of mdern mechanized life". Marinetti felt that
thq portuyal of speed, noise and aggression should be the
eoncu‘:n of the modern artist. His literary rebellion was : A;"’
ncpiv‘d vith}intemt by a group of Italian artists. ‘ L
Mo included Umberto Boccioni, I.u:l.gi Ruaaolo, Giacomo

¢ Bana, Catlo Carra, and Gino Sevorini.ls

N &
! !men artiﬂ:s felt that through the portrayal of :
A such topics as speodinq trainc, airplamea, racing cars,

‘ o pccph and animals :Ln motion and the glorification of

. thpy could best exprcu their feelings of modern life. - ' L

LS : .
i . "1“%%“'—“% 1%9_& of World Art; uccraw-aiu Book company - ‘%
ey s 0 ACe g ’ P ) ;




‘ Boccioni's, The City ‘Rises.l8

" y
The Cubist idea of simultaneity was adapted
to 'put the spectator at the center of the ¢
picture' since the various sensations con-
vexrging upon him simultaneously from every :
side ‘involved the same principle as ana;’.yt:ical . 8
cubism's multiple simultaneous vision.l ¥

They went': farther than Cubism however in that they
/

insisted rhat movement must be included as another dimen-

sion.. "They attempted to introduce e dimension of tile

onto the static canvas. They labelled theiz ,stndy of 3

movement .as "universal dynamism”, in which fhey atte-pted
“a synthesis of labor, light and movement® asseen in

*

In France, ‘Marcel Duchamp as well was re'volting'
against the ri%idity of Cubism. Influenced by the

photographs of Jules’ EBtienne narcy, he attempted to cteate

paintings in which*multiple exposures of an action would )
be seen. The first painting in which he atten.pted thi.sg ‘

was Sad Young Man in a Train. Motion was made more.cbvious

in Nude Descending a.Staircase, No. 1, and even more 8o in
Nude Descending a Staifcase, No. 2.

R :
In sculpture, Unique Forms of Continuity in spaca. 4
sculpted by Boccioni in 1913, an attanpt vu wade* at

creating "a compoaiti.on where ;oud fon and ‘the forms of

space merge and 1nterlock' 19 -culptured spaee. no:e.

Schustet, 1959, p.
18

Batterberry, Michael,

Publishing. cO,pany Inq.. ‘
19Canaday, John, '

Schuster, 1959,
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\ men -as. Bans nogman de Kooning and Jackson Pollock the

Harold Rosenberg, “one of the theorlsts of action pafnting .

reality from his

‘muﬁu this theory. 1In his huge canvasses covered

¢ -

-gee the futurist. ideas of- movement portrayed in a three-—

dj.mensional medium.

— ’ .‘
In all these cases, while’thewgrtists were success-
(24

o -

ful in creating the illusion of movement, it was always
an objective portrayal, an .intellectual exercise,
In the United States-a powerful arf; form later to

become known as "Abstract Expressionism” began to develop, 3 1

in the 1940'3. It was the first t‘.ruly original native

style. to evolve in the United Statea. Influenced by such

a:tists began to" feel that the actual creation of. a

e

punting ‘was as important a.s ‘the painting itself.g*l}s

.+. observed, the American artist accepts reality:only in
the act of creating ... the American artist derives his

patticipation in. the elaboration of»

the vork."zo

’ Jacklon Pollock. mre than any other a:‘:ist:, perbaés

with swirls an@ a:iﬁ. gf paint dribbled from cans and tubes,
vollock dilcovoted ‘an entirely new manner of painting.

" His votk was direot:, his own imediate expression, often
ctoatoa op tho lével of the subconscious. It was the .
action of the paiuunq which was the actual reality.

In Qunbco. in'1948, Paulqtnile Borduaa issued his




a / o'

Q . - |
. manifesto entitled “Refus Global" din which he stated
similar theories Ls that of tHe American action painters.
Bo'rduas, Riopelle, usseau. Barbeau and Perron became

\

b knowr?-'as Les Automatistes. To these grtiat? as well‘,'

the act of creation was the majof rea].ity. -

' G b'l‘he ideas ‘of agtion painting were often earried to
T : absurd heights as in the works of Franz Klein in Paris. .
- , He would dip )}is models in paint. Using them as living .

- brushes, he wé)uld then direct them' inath‘eir movements on

x -.

. the, canvas. C .
S - -~

: In each of the above cases, the idea o§3 . movement

became more direct. The involvement of the artist was
‘ more’ complete. However, it ‘was still an intellectual
lexe‘rci'se even 'if oﬁ/a sui:conscioue level. _ ' .
In the field of education John Dewey states that
- man is an‘_-orga sm which inhai:ita an environment. As' auch
B " he_has h'ad to live with and through that environment; one

AR * that may or may not bé a fr'iendly one. In order to sur-

vibe, man hnd to learn either to control or adjust to his

particular environment. Adaption t&en. is of g,!lne impor-

o, N
tance. 21

Y

In order to adapt, one must learn to use one's

. ~Z  experiences in an intelligent fashion, thus ensuring . - '

Y

survival. 'rhe role ‘of experience- thcrefg?, was‘a ujcr: L

X ~ issue iéu his work.' In this study. t'he use ot expotienm
~in the school will be studled. ok

° ZIBiene:. El.liot M, and’ ncker, David u..
Education, Blai-dell Publillunq Oo. !.98‘

Ny
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In art education, a significant contribution was

nade by Nicolaides. His idea was not to teach students

’to draw, but to teach them how to learn to draw. He

. . ) ¢
tried to give his students experiences which would enable

th'ei to grasp new concepts, to become aware of things they
had:never before reﬁized.n

He felt that }earning to draw meant learning to see.

~

By “sgeing”™ he meant the expansion of all the senses in
order to.increase awareness.2> ‘ '
In his teaching of drawifxg,‘ ‘he made much use of

gesture. He felt that in a rapid sketch, the student

‘'would be able to portray the essence of what the action
. was; what the model was doing, rather. than what it looked
-1ike. This, he thought, was a more immediate experience.

i

for the student; one through which .:l.t was perhaps possible
for the student to become aware of the feeling of the
ml{.{l proci_nl{r a part of the nature of the study

-

" described elséwhere in this paper. _The’ approach. being not
"to recreate movement as an objective reality, i.e. :Lntelf;

‘ lectually, but to expétiqnco theu ,Qgtual movement and then

) aﬁtoupt to recreate th; .experience itself, thus pain&inq‘
.and uculpu.ng to achieVe the illusion of movement, allow-

ing uh- mry of the oxpet:lonce ‘to aid, ‘clarify and

o nn!.coludc y lunon.‘ n\c Natnn:l Way to Draw, aoughton

MiL££1lin c::nmy, 19 3rd printing , Introduction
Pe pass o ‘ - -

22
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. B. Psychological Perspective-

‘philosophers agree that in the light of our present world,

interpret .this art element. 2as well, mood and emotion
was attempted in the completed works. ; o po ﬁJ
The aim of approach was to experience the mal}ty

-
[ N

of what otherwise might be an! ini:ellegtiial exercise; to

become a part of, instead of an impartial obsérver; to .

*know™ rather than to qbser've.

s

Many educators, psychologists; sb'c:lologiats' and

one of rapidly developing technological changes, it is
fallacious to teach facts in schooi:s, since these facts
change almost daily. We live in a world of constant
fluctuation, oixe in which what is true today wmay be false
tomorrow. Theories are constantly being expounded, con-
firmed and thefu rap;ldly, 'disp‘roved.* New 1'deas spring up
only to be succeeded by yet newer ideas. . Through the
various media of newspapers, }nexpemive books ' tele-
vision, movies and journa];s'iijt all disciplines, these . N
ideas are readily ‘av‘ailable to the concerned. M"‘\nll,
people who oxdinarily would not be ooncemd or iﬁtei‘ubd, "
find themselves absorbing bits of information which; in
anear}.ier society would have been m&z’ged; for the ulecfs'{"
" Because of this media-supplied 1ntomtiou, ;hi ‘
original function of the sé.npoi must change. |

- ~Schools as they' now exist were designed o ‘
for an 1n£$ntion—poot-qpcuty.

in piart N
. v " o v [
= M N N -, a4
to give a child viear noe th Sy
g Dl ’;‘. 1
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'books and contact with a teacher.2?! S

When society relied on schools for informaticn, the
information and knovledge passed on could be rigidly
controlled. Stulents were told, they did not experience }
and/or learn for theuelm Teachers existed to direct " | ‘
the input of knowledge. | o

(:olenn? states the fact that now vitil 8o much first- |
hand source experiences, there is a plurality in sources‘ . |
of information available. Students no longer rely upon
their i:aachm. The media has usurped this function of.

\\,\q'npplgihg information. As well, students no longer

ly read about things, they experience them too. In

our Western and vei)lthy iociety,’ students have experienced

th.cpeedotacarortrain,notuxelytpadabmtthis - .

apood They have tasted food-, enjoyed a multitude of z*

experiences which were once the perogatives of the elite.
: !_hn school .is ‘no longer the major sﬁpplier of facts and

oxp.riemu. m school, as it exifu today, is the
 storehouse of these facts. »

S
Y

- v

sehoohnowandinthctutnmmtfocuson

M S N T

acuvid.u which used to be outside of the -chool on othet
‘cmrhneu rather than strict input of infomtion. Ex- o
\plnlionofmlandotcognitimskimisnowof ‘ e
VW i.f n m to foster creativity. the creatiﬁty

'

'relevant to a changinq groving and vital society. 26

“cohnn. James S., The Childrea l!ave Ou the Schools. . N
. !hyadtology Today, .
255010, p. 72-74 | o
A\

L) bl




) 3°Ibid. P

Both Otto and Haslow feel that the funct:on of the
schools today and in the future is to develop students who
dan grow and change and develop along with the world about
them. Otto states that "man today is surrounded hry a
physical environment that anesthetizes much of his sensory ~
equipment.” This anesthetization is a means of "turning-
off™ the outside world; of closing oneaelf to a constant
bombardment of th‘e .senses. It is a way of surviving in
an overly-active and noisy environment. He feels that the
one way of revitalizing our senses {s “through experience.2’
Through entering into a series of experiences desi.gned‘ to
revitalize the sense of smell, ‘touch, and taste, one ‘can
extend one's horizon of awareness. This experience and
awareness caln be created through art. 28 ’

McLuhan as well, feels that one ’vay to provide
immunity from this changing world is through the realm of
art. It is probable Qitat art may ho able to provide “
immimity to the 8hock coming from all the new technol-'

29 and be a means of coping with “the psychic and-

w30

ogies
social co;mequence‘of the next technology
this electronic age, totally new environments are oonstant- .
ly being created Schools must now be programmed fox‘

¢ sinooin

270!:1:0 .Herbert A., and Hann, John editors, Nays of Grmth

28 \i’iking Press, 1968, p. 49
Ihi « p. 50 . .

29 McLuhan, narsha 1, Unders g Ly. mm-nﬂl nook
Company, 1964, p. 6 ) P
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.:lnfo_r.;mati.on is no longer adequate, and schools must

'in advance of the times, : ‘ .

' Iartiatically, it people dull their.creative abilitiés and

By s

: hin and othcu liko him, s0 dces society. lltesearch" and

ilougct deirable. « They must ieam to use theee facts in

d]iséovery rather than instruction. The mere giving of
learn to change not merely with the times, but perhaps

It i8 no lqnggr adequate for the schools to dis-

gorge students whose heads are fiil_ed with a variety of
fgcta which may or may not having anything to do ﬁith

their lives. In order to contend with our world, _tl;eée
students must learn to be creative, since creativity is

) +

conducive to change.

Maslow, in particular, states that one cannot have- / .

creative people; scientifically, poJ,ii:ically, economically, L

through this d\{uing, stifle growth. peo’ple need to adapt;

to change attitndes . Schools must create new peOple who
can chanqe and grow, perceive and be aware. Creativity
nuct axist in everything. Bven ‘an enginaer must learn more.
than facts and rules; he must be able to use his learned

~

skills creatively. If he does not, he stagnates, and through .

¢

dmlopunt umst cont:l.nne and thoretore there must be '

‘cmntivity !.n all fields of ongbavor In most achools'

L S L
students are taught to ragﬁtgi.tate facts. This is no Pl
! TR

k) § o . : : g
qroat;.vu fashions. C , . - 3

IS
[

of Human Nature,
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. Masiow suggests that one way of developing this
creativity in people is through tl;e teaohing of art,
music and dance. Non-verbal education, tbat wh:lch
broadens and deepens perceptions and therefore develops
new understandings and f];ixibility, is i.-portant.sz
He gives the reasoning for this as the fact that:-

- Our conscious intellect is too exclusively

- analytical, rational, numerical, atomistic,

conceptual and so it misses a great ﬂgsl of . \J
reality, especially within ourselves. :

He states that education through art:

' -

- ) is‘a kind of fhefapy and growth technique, ‘ .‘-,
. because it permits the deeper layers of the
' psyche to emerge, and therefore to be 3 4
encouraged. fostered, trained, and educated.
Creative education, Maslow states, should be
- education which releases the students from logical ‘and
1 analytioal inhibitions. People are often too tightly . :
controlled. Education must free them for exporionoes i.n C 2
: which they can grow and add to their perooption and avaro- ‘
ness of the world without and within. They must be tanght R
nottobemaidofwhattheycanmtmnd but '
rather to be Open 80 that ooqrehmion both :lntonectually
and emotionally may take place.3® S
: - , Thewaytodothishesayl,hforthoodmto:to

foster peak experiences. - Experiénces vhen. we m logical,

. sensible and realistic: thoao i.n ubi.ch we m m nun,

", 3yag10w, A.H. The.
The Viking Press,

- 33mia. p. 69
Boc TLEEIRE T SRR

35“‘-‘ p. 101 » l’,(\,”.{"‘“‘f‘:“.

»
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are gsecondary experiences or processes. Emotional and

illogical e:speriences are primary. Healthy people must

be able to fuse these two, 'sq as to be able to assimil- )

ato and use peak experi.ences.36

-

Mas low defines the term peak experience as:
a generalization for the best moments of the
human being, for the happiest moments of life,

for experiences of ecstacy, rapture, bliss, of
. the greatest joy.

" «es8uch experiences come from profound aesthe-
tic expe*iences.??

Music, rhythm, and dancing, he feels, are excellent ways
;:f étouoting peak exégriences: they bring one closer to
learning about oneself and one's identity than most sub-—
jects. Since education should be lea;nihq to grow, and
. since one cannot grow without discovering one's own
Difdontity. dance, art and. mcnic heighten the processes of
pcfeepti.on, and the:efc‘:re mnst be utilized in order that
tRes |
schools help the children to lock within

. themselves, and from this self-knowledge,
derive a set of values. '

.

The pnk experiences of music, art and dance may be
considered the p'x:imry process of creativity in that they'
are the :I.nlpiratiqlal part. 'l'he secondary process is the

-un.a pmus thrqngh which one translates 1nspirationa1.
39

-

‘mrlom into the finished work of art.
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All‘children feel, 1e$m and have a variety of
experiences. " All this ‘they bring to the classroom. éogne
of the experien5§3/ A're/sfmérged. some :obvioua ,‘ but they.
all influence the child's idea of himself and others and
affect all that he does. The__ good teqcheg wants to pro- E
Yide an environment in which the child can fully ¢grow’ and

realize himself. We cannot teach this to another person,
we can only stimulate it 40 B '

Unfortunately, there is too much conformity in
modern life and so this self-realization is often a labor-
ious and almost impossible achievement, Moustakas believes.
that it is neceasary to break this conformity throuqh
creativity. aelf-qrowth and indi.viduality in order to
realize human potentjalities. . People must remain in touch
with their owni perceptions because one can o_nly ‘remain in
communion with oneself through one's emotional experiences
which help to deéelo’p the sense of self and so creativity.
To be creatiye, one must be free to engage in new exper-

41

iences.” To be free is "to be simultaneously spon neous:

and thoughtfnl. self-enhancing and other—enhancing, selt—
valuing and valding of others®. 42

mnoustaku, Clark, The Authentic Teacher, Howard A. Doyle

Publishing cqnpany, ¢ Po

‘luoustakas, c1ark, Creativity A COntormﬂ;y, Van No-trand
Reinhold Company, 1967, introduction p. 5

42114d. ‘From the easay Unigu_e_neu and Individualitx. p.9. ,




‘constitute the creati;ve encounter.

‘'one's own résources and experiences, but accepts directions,

broken in order that one may be open to new things.

" ness.- Standaidized behaviouwris overly important. Schools

. . reaction to an experience if one is to be crea}:ﬁre. “To ,

> <

*  To be creatix;g, one must search within onself.

"It is the real feelings, within a vital experience, that -

43 Conformity dulls the

-

creative encounter. When conforming, one does not use

concepts, interpretations from others. By conforming one 'y‘

can lose one's sense of self and therefore accept the

values and convictions of others. This conformity must be
Modern gociety, however, tends to discourage open-

center around tﬁe average.. Motivation'is usually marks,
&long:lng » appfovilz all. external motivations. Creativity
is sﬁfled, since the urge for appn(wal and"the stress
tp:ls brings, stinulates confbr-:lty rather than individ- . Lo
m:lty. ' : .
While creativity can be studied ax}d 1?arned, Acne “‘_
can only know it through experience, and these experiences | .

must be réaliqu inwardly. One cannot conform in one's

be creative means to experience .life in one's own way, S
to perceive from one's own . person, to draw upon onefs '

rosourm. capacities, roots. 45 The schools therefore,

| \

ppia. p. 35 .

“Ib.i.d. From the essay Dinensious of the Creative Life
Pe 127"137

‘sunu-uku, Clark, Cmativit ‘and COnforni.l_:y, Van Nostrand
Mnhold Cnmany ¢ Peo ‘ -
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. " must attempt to develop indiv:lduauty wit.hin. the
students. To do this, the mo&er;x school will have to
- do awéy with ‘thé idea of merely y.éaching facté and
’ attempt to introduce awareness-expanding experiences.
- Rogexrs as well states the diff:icultiee of

46 pis major By

- factual teaching for an unknown future.

, concerns with present-day erlucation is (1) whether or
not it can prepare people to live comfortably in a world
of constant c}iange and acceleration, and (2) whether or
not education can come to grj.ps with the "now" and the
"future® when it is so traditional, g:igid, conserva;:i.ve\

| , and bureaucratic.4? - , ' .

o .+ Martin Buber sa"ys thgt' the good teacher "... must

be a really'exi'sti.ng man and he must h€ really present to

his puf::lls: he educates through c'ontgnct. Contact is the

primary word of educ:at:icm."-‘8

Rogers as well feels that a-
teacher must be "real" in order to reach h{s students. .
Teachers 'muat be honest and genuine Mt themselves in

" ' order to be "real®. 49 Through reaching his students, :

‘ - through 5eing enpathetic and understanding of tbcit meds, i‘ ‘

a true teacher may unleash curiosity and inquiry v:l.th:ln - ‘1"‘ '

hia students.  Since alil hunan beings have a pobcntlal. “ |

. for learning, all the teachor need do is £aci.ueatu thc

Rogers, carl R., Freedom to Learm, Charlu !. lltr!i.ll*
Publishing Cﬂplny, Zr P

471pia. P foreuord P v,l.
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type of experiences through which students can learn

abont the:l.r own perceptions.f Empathy'_ and understanding

are vital to accompliah theae goals.so

" Since most "si nificant learning is a ired
L Sl g cqu

w51

through doing®”™ ™, and since “significant leuning takes

place when the subject matter is perceived by the student

'5?, Rogexs believes

' as having relevance for his own purpose
‘thg teacher must place the student in direct experiential
conf'rontations.‘ puch experiences which :i.nvc;lve the entire
person of the student (emotionally and intellectual

[the most laat:lnq and pervasive, and the most conduci

‘to creativity. ~ - .
. Rogers believes that schools must not set curricula,.

. nor must they set grades. *Students must learn what they

' please, an& how they pléaae.’ He dipagrées "with assumptions

which are accepted in traditional schools.>? Assumptions
. such ast S ' , -
(1) 1.a:ning is accunulating facts v - -

. (2) preunt:ation equals learning d ' -

. ¥

“(3) a crcativc scientist can come from a passive learner

“(4) ltmdenta cannot be t_tus;ed to pursue their own paths. -

-4

. . to learning .
(5) Intolloctual and knowledgabie students can be told by
‘those Who do best on tests.> 5
50mpia. p. 157 | . lmia. p. 162 - S%mia. p. 158
'. T { ' ' . ) v ~
“Ihtd. p: 153 " Smia. chapter 8 1 AR
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_ Rogers disagrees with all of this and advocates
open and independent learning in order to foster creativity.
In our society thexe are many preconceived values W&
adults hand down to children. Children then acdept these
values in order t:o gain approval. It is. only throdgh '
independent learning, inner freedom and creativlt;y, that
55  In today's world,

" creative education is extremely important and- Rogers feels
t}\at senstivity training, T-groups, and enconnter.are -
great tools for educational change. 56 . ;

[

iccepted values may be changed.

Lorch says that the yunent mheuectul approach

to the h ities gives insights. ivh:lch are statistically

demonstrablle; it teaches afacts. Stress is on the
;i.npetsona1° and overly-intellectuai apptoach. The leatut'
ing process ia ott.en neglected read::lng
xy. through sensitivity and awarenss experiences can hridge
‘the gap between student and studi.en by involving him in
these studies. His feelings, and riences \(111 be

rd:!.é ‘in the

inootporat.ed as well as his idou. The -og sensitive

4

and aware he beccnes, the more he will diqeovar about the /

o -

question raised. ‘ f', -

Y

. However, ;:he"c‘:lder e student, the more mht.lnt .
he is to classes taught m:l.t.i.vity, slnea thll.
are threatening in that tbey 1nv01vc tho -tnaont pdt‘on—
ally; “"they q:k that he e.xpoce. or at lcut flcc. .

Pnbliohing M: L3020
$1bia. P--303 TS
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mental aspects of hi.n;self". This removes some of his . =~ . .

4

- usual Menses. and he has.to examine his basic belief’é/.’ J v
' fhis can be both painful and risky. Therefore, Lorch .

says, senaiiti.vi.‘tf methods must be used to enrich, not o

replace more conventional educational approaches 27

a

v

" Gunther believes ‘that since life chénges constantly,
{
~ we Yeact in patterns established in past experiences. We

3

¥

VR A &

porceive things not as they are, but as we think they

R
3

_—’j :

. should be: we desensi?tize ourselves. In order to react

to nmrr,experie_nces in a new way, the stimulation of sensory - g

i

i

awareness is important. It gets us to react to the "now" ' ',j
1

58 S_enéory '

-
AR

&

of ‘the experience, relinquighing 'past patterns.

s
R

- awareness, he feels:

1

, is a process that leads. to heightened awareness, !
- _ ‘ contact, and experience. Temporarily, at least, S
- : it allows the individual to.let go of some of '
his dafenses, experience the intensity of open
experience (what Maslow would term "peak experi-
ence) and, to some extent, the potentialities Ct e
. - ‘that lie within. This process consists of :
. different experiments designed to shift attention
‘ from sy?g:ollc or verbal interpretation to the I
. actual.

-

. thus alloui;xq for creativity.

Moordinq to Toffler,in our modern world there is

tubet and newu: life pace. People have less time to
adapt and auinnate information. Informtion tust be

o

o 57m¢:. Thomas Mg Se n;m. 'rraini.n
. gtimuu. 1969, unpublishe

L ﬂi. jerbaxt A}, and Mann, John, editors, Ways
T :‘, 3 -Wiking Press,. 1968, \from the esuy by Gun
tiou, p. 60
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processed at faster and’ fasterxr rates. People feel harried -

as : . '
)

&

... Wwe #e creating an envirohment so ﬁ.lled

with astonishmehts, twists, reversals, erup-
. n tions, mind-jangling crises, and innovations
7+ ,as to tgst the 1imita of man's adaptive capa-

bility. .,
In brder to cope, many people simply ';tuﬁ-off" anything which .
" doeghnot apply td their imdiate need. They de*sensit;i:e. - .

abstractions with which to oontend, .thet mex’xy people never- o

[

allow themselvee o acknowledge a peak experience. &

In a highly standardized, mechanistic society, DR
loss of human rights and dignities is thteatengd o
o ‘by a lack .of the individual's opportunities to a
' create ... man is being stripped of many of his
povers to berceive, imagine, explor\e and invent.
The loss of this ability can be overcome through '
~ the exercising of tlie individual's sensibilities
' and the se S'eld.ng 85 basic principles rough a -~ =~ °
creative " ’

3

Linderman ehd HexrBerholz feel that -
ren t.p be creetive, they must be led into

will’ i.nvolve them in the exercising of all -their eeqiel.
. The earlier thi‘s is done, the freer their creative .‘ﬁn )
a.:e lileely tobe " The most i.mportent thiuq a teecher cen W
\\do is to give his studente these experienou end to help L -“:;’ “5"‘-
80 " them to retain’ their wereneu of these expeﬂencu in ordetto ‘
.. . stimlate their creativity. R ety

. N T
PR B i ) i a\.

Lt 5°roff1er. Alvin} "Putm:e Shock" 1:.2&« Sﬁriw' 19"°' 9' “ ii

1rbid. ¥ P82

6zx.i.mlernam Barl W. mmmu. Dmm
Artigstic and Petce tual’; W,
B ht.' , A

Ibi.d. p. 15




As Howard Conant states:

- . Basically, we are trying to lead children into . .

: experiences which will involve them in touching,

s seeing, tasting, hearing and smelling the things -

in their world; and we also want them to become LT

involved in experiences. which lead to imagining, L

exploring, reasoning, inventing, experimenting,

o ‘' investigating and selecting, so that these ' -

. experiences will not only be rich in gllemselves,
but lead to personal creative growth.

e

l

June Hcl;"ege agrees that: the major role of the teacher .
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increase .. aesthetic sensitivaty ... through
education

!hh must be done through the expansion of awareness. s

-~
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Perceptual experience is the major well-spring i

S a ‘ of creative art. The perception of size, shape, -

Y, . texture and colour are the means of obtaining y

5 , : basic visual information to be expressed in art.“ )

?‘\ T 1t is therefore the guiding into experimentation inﬁ ex~

a;jx‘ - perience that is the primary job of teach:lng. ‘ . _;

ﬁ‘ . ’ * John Dewey: u wau felt that the role of experience ' }
S . S in oducation was a ctucial issve. Art, he said, was impor- ; :;

W = | tant, h, whet\ and as it Mflueneed human experience. It i
c, . 'provi.du a foxnbt expression. Therefore experience in art | %

% — Ay uiwotmt for c\?ryom.“ ‘ | . y

- '
3 RN

. \
“Ibi.d.. Introduction p. I%, quoted from Conant, Howard, as

NI '. _zeported in MF tion, Journal of the National Art
o %ﬂmhuo ation, from a symposium held a e .

N eum of Art, Dec. 11, 1962.
- . June, as quoted by Eisner, Elliot W., and Ecker,
L ntv:l.d .., Readin in Bducation, Blaisdell Publi.shing L

: Q.@ 19“. Pe 9 RS

66 Ibid, p. 183 , T
‘ lhi.d Iattoduction p. sC, di,,amsion of John Dawey S ;"g~




The teacher of art therefore must: . o
«++ See his subject, the arts, as an element of
. human existence which has both formed and
interpreted much of the positive values of
' earthly existence. Art not sgparated from
. science or industry,.nor divorced from poli-
-tical or financial affairs, but rather that
’ activity of human beings which encompasses -
' ) everything from the shape of buildings to that
. - ineredible machine television, and from the
. work of the ‘lonely painter to the group pro-
ductiog of the live theater - it is this the
art teacher deals with.68

- All of the above authors in essence, state the same Ch
' hypothesis; - in order to fnuction in an ever—changing r
; . A . .

" environment, in an epoch which "... has witnessed the

appearance of a series of phenomena, all previously un-

-

. xnown", %% in order to revitalize our sensory awareness so
as to function in these differing environments, it is | .
necessary that we be involved in priwary experiences, | ‘
. particularly those in which the emotions are involved as '
well. One way to accomplish this is ‘through the u‘n'n.ot . Ll
sensitivity and awareness techniques. | R
. Sensitivity and Awarenkss | o

The development of 'these techniques had its be-.

?

_ ginning at a leadership workshop of the Connecticut Inter-

brge Braziller, 1955, om . th
RO Motion in our Visual Ha
P. I! ] . . o

i

. LY
G A RS 1
b
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-~ in order to discuss problems and attempt solutions. The

group leaders and research observers later ati:emted to

analyze the behaviour and progress of each gtoup s session.
=«

rrhs the woxkshop continued, more and more analyzing was

o ~attemted, unti.l it appeared to the staff that they had
inadvertently found a new process for education. The
prita mover of this expefi-ent vas. xurg Lewin who died in
1947. | " . “
0~ ‘ In the summer of 1947, the National Training Labor-
atory in'Gronp Development was held at Bethel, Maine. It
.7 ° was sponsored by the National Edncation Association and
the. Research center for Group Dynamics and the Massachusetts
L Institute of Technology. Kenneth Wand P. Bradford,
and' Ronald Lippitt‘hanoed the design for this first o R
meeting at Bethel. o ' ~-

Their approach was to encourage each group to , i

collect information about itself, to attempt to dilcuss
and'mlyu this information, and to apply this to each ’ —-

member of the group individually. After several sessions L
of this nature the training group, now called ﬂ:e *r~-Group" -
TN or “r-Session® evolved 70 , o ‘

' It is popularly believed that the Esalen Institute
* - \ ~'vu the ﬂut to intiate Fm'eu;\and qensiti.vi.ty segsions,
y bni: it was Benne (of the Boston University Human Relations

Ann, mitivl% rrainigg Rew York State }
astri. ons, Ooruall

mimtty.m. 1967, p. & :
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Centre), Lippitt (of the University of Michigan) and .
Bryiford (then director of the Adult Education Division B
of the National Education Association) who were 'pri.mri.ly
resp;nsi.ble. mey planned the above menh.oned aessi.ons

- at Bethel, drawing on the gborks of the social psyd\ologist
‘ Kurt l:.ew:i.n..'1 > '

Since 1947, thisinitial three-week sesaion has been

1

expanded into a program of training i‘eseatch amd1 oonsul-
tation which is year-round.

In 1950, The National Training Lahoratory was
. established as a part of the Adult Education ,
- Division of the National Education Association: ¢

‘ in 1962, it was made an independent division
of the NEA; and in 1967, its official name c o

was changed to NTL Institute for Applied 12

Behavioural Science, associated with the NEA. ™

The main obj_eétive of sensitivity trainfng originally
wag personal change or insight; insight into one's own

’ motives, behaviour and reasoning. It is axperi.anco-bued
learning. According to Seashore, underlying ¥-Group

&dﬁnq are the following munptions‘: | _
1. Learning responsibility - each peraon in‘ responsible
for his or her own development depending upon’his
readiness. . | ) .
2. Staff role - the function of the leader is to t;@(;i:"

tate the experience and the understanding of the 'ld)-*‘

7151rnbaun “Sense About smitivity ‘!rd.ning"
o Saturday'neview. ilov 15, 1969.

72
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sequent revelations.
¢ 3+ The fact that most leéarning is a combination of

¢ experience and conceptualization. -

o s

© 4, Skill aéquisitiqn and values,’3

The goals and outcgmes of sensitivity training can be

classified in terms of potential learning concerning

individuals, groups and organizéttionsj4 ' -

~

puring the 1960°'s, educators discovered the emotions
thréugh publicity éngendered by T—Groupé. They began to
g - realize that traditional education no longer satisfied a

generation steeped in revolt and demonstration. -Admin-

y istralora, teachers, and students were caught up
confusing change. 8o slight moves were made towe

he | tional .content through gsensitivity and awvareness tr-“

¢

ing,
as it was felt that these can help to break down class-

room barrieis, genexration gaps, and éncourage inbol&ement. 3
The T-Group became the central core of any workshop or. .
1abqratofy devoted to the study of group dynamics or ' SR
human rela;ions.75 - | - ,i

Because these techniques are often mon-verbal, it .
wja,toit Ehat people could become less inhibited and achieve

" greater honesty in;%hegg,g9aationahips more guickly and )
dhoﬁly than can verbal communication, thus allowing par- -

7380ashota, Charles, "Sensitivity Training: Can it Work
For The Schools?", Nation's Schools, March 1969, p. 83-84

" ma pe 84

o ,m m. 'sanu About Smsitivity 'J.‘raininq"‘

’ ";ma.ﬁ” ;
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ticipants of the group to reach deeper levels of con-

sciousness more quickly. 76 . L

Sensitivity and awareness procedures, as used at‘ .
t;hé Esalen Instﬁif:ute, provide a pathway to ;nj:ex‘xaifisi'
emotional experiences. It ig felt by many, including
Max Birnbaum, ~Associate Proféssor of m:man Relations at

Boston University, that in our current era, with its {

rapid rise of counter-cultures, with the search of youth
for more personal coptaét' with others and g;hei.x environ-
ment, with the proliferation of mystic cults, that the’

answer to the dxsaffecazion of the young ni.ght: well lie :ln

sensitivity training. A L.
This may solve one of the central’ probiems of today's

education; the means with which to enable the individpal * 3

I, ) .
to reach self-actualization within the present social ~

context.77

T According to Thomas: <

¥ -

cee creativity depends upon freedom to oL
explore and a willingness to discard gon- ’
ventional ways of -solving problems. 78°

Sensitivity training may well be the new answer.
Linderman and Herberholz feel that to the person
who na:s dulled his sensibili.ties. uho had doimiuud'
himself, sensitivity and mareness procodum are a ma-
77'1‘homas HF., Sensitilvi
National Association o
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tive. It is precisely this unusual approach which is

‘

needed to reawaken his sensitivities. The development of

our sensory equipment: the learning to investigate, ex-

plore ' search and experi.ment, is the key tc a heightening s

and richness of awareneas. One of the most mpc_:rtant

| " things the educator ‘can do is' to help his students.79

..+ Tetain théir awareness of experiences
through the use of their sengations and
emtions. ; m‘

; .
... awareness entails letting the data in

so that the information can be processed v

- and stored for use. Processing and storing .

involves the totalact of perceptual aware- . .

ness. It means taking in all sensations ”

without immediate Rdging -and pigeon-holing

. of information ...

acoording to preconceiwved values. The student must be so
_stilﬁlaud and affected by his awareness of experience
. that he may be sufficiently motivated to coomunicate it in -

T oy Uy . e

P Y SN

"~ wisual terms; through the medium of artistic expression.

4 4

Schutz is one of the men wpo feel extremely
‘ stro:igly about the vglue of T-Group experience. Most '
. ‘people, he feels are afraid to be direct and open, and to-
~ state their feelings honestly, because this can be danger-
ous in inm-peisonal mlationships. However, while he
k - acknwlcdgu this, he states that if one can accomplish
| opomu honesty and directness. one can have far mo:e

. Tiisternm, xu-l. ang. Heberhols, bonald W., Developing



: ) ,
through this fulfillment can one reach selfwrealization,

‘these ideas and therefore stifling creativity. 'They ténd

]

rewarding relationships relationships filled with
warmth and closeness.81 .

As well, these accomplishments are essential for
Lelf-realization. He believes that people rarely fulfill

their potential abilities, talents and capacitiea. Only

and so develop the confidence and joy which obviously
affect one's reléti&nships with others. While this sort
of self-actualization can be paiﬁful in the learning,

it may be a pathway to joy and creativity. To affect
this arning, one must be uninhibited me ally, emotibn-
ally d physically, and in good health n these three
sphefes.sz ' Tt — ¥

Social institutions tend to block the above forms
of development, thus subtracting, instead of a@ding to

to foster conformity and inhibit growth. . Encointer ,
groups he feels, are one way of ‘combating these negative :
social traits. Encounter groups are synonymous with T~
Groups. He feels strongly however, that these are of aid
only when leaders are trained 80 as to know when to -
speak, when ko guide, when to suppbrt, and vhen to -

challenge,83 ' : . ’

Pr 8 Inc.. New !ork, e Po 20=1L -
821114, p. 15-16 . . o

83gchutz, William C.,
Press Inc., New York,



Sensés, he says can be developed in a more than
© normal fashion;. as the popular notion that a blind man
may develop a sense of hearing and touch more acute than
S _if he had all of his senses. A musician may be more
i ‘ . attuned to sound, an artist to colour and shape, an
;},: ' architect to form. Hi;il‘e we cannot improve tpe basic
m . ' * gensory structures of the body itself, we can train them
b )fog more discrimination.®4 .
L . The concept of creativity is the most adequate
‘a . : ‘one to express the notion of joy through the
e optimal development of personal functioning.
Creativity implies not only the full use of
one's capacities, but also includes going 85
beyond them into previously unexplored areas.
The creative process Schutsz states, involves the

' following aspects:

1.  Freeing, or Acquisition - in order to use experience,‘

g
;
;
¥
¥
o
(
S
%
.
o

one must first acquire it, and to do so one must be-
open to it and aware of it.
g 2, Association - the elements of various experiences must . .
. -be put together and relate one to the _other' in order'
o s to create. |

3. xxpruli.bn once the connections or relationships are
made, tlmy must be expressed in creative fashion;
verbal or non-verbal. - C '

)
. +
2
¢ +

f e Bvaluauon - many creative activities may be generated B

.o 6,

SR . 7. through numbers one ~ three, but it is the-evaluation

',:': a‘lbiﬁ. p- 51"52 A‘ o N

S W . ;T
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as to which of these are satisfactory and which do
. 4
o ' not fulfill and satisfy the Bituation which is

necessary. Otherwise the products created may be

worthless. i .

Perserverance - after the experience which.is primary
and inspira_t'ional, one must then do actual work to
create anything of vlaue. 36 A

These five steps can be approached at di.f&ting

levels; both conscious and unconscious. He feels that
attempts to remove émotional blocks are on; way  of
accomplishing this. Bxpression is vital he says, and

conscious attempts at expressl% are usually considered s
“ the role of the arts.
To be creative, one must have ihformation with

. , Y :
which to create; this comes from input of information and

e iences, plus the ability to learn from this input.

If awareness of environment, experiences and senses are

heightened, ofie has jmore material with which to create.

If one is open to this awareness, and can integrate it )
into the self, one is more likely to accomplish creativlty.” "

: - \
Encounter groups can help to-establish one‘s iden-

4

Y

g tity in that the ,ehcoupter procedure heips to re-axa-i.nc
' old values, challenge society-accepted ;om, and prc-'
- vides an experience th in "relcvant to educational |
phrases such as 'ueeting i.ndixq.dual need:' and 'telchi.nq

86:l:bi.d. p.5% -

0 873chutz, William C.,
C . Press Inco! In“!“k! ;
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the whole child’ ... and helps to make these phrases

: . . more meaningful." As such, encounter procedures can

be of exceptional use in ‘the schools. °% -

«

. Each -éf the authors discussed in this chppter’ fee

< that the hm_nanistic means will be found in the realms of

sensitivity and awareness techniques. ~

’

A | \ * There are however, authors who feel that sensiti\uty

training, T—Groups, and the expansicm of awareness can be™

dangerous. Dr. A.I. Malcolm is highly against the unre-

stricted use of these techniques. While most of the
peocple who are voéglly in favou'r. feel that the great

value of the T-Group is othe breaking down of mental " '

intollactual. and emotional defenses so as to, in effect,
r
cause the person to be reborn, Dr. Malcolm states that

this can be undesirable. It can lead to emotional and - '
untal breakdown.and the personality which my re-develop
T from this may not be more desirable than the original ong. ' :
He states that for some, gtoﬁp therapy can become
. - almost addictive‘, 80 that the individual can no longex" a

. - function as an®individual without the bgroup's' approval. :
i : v As well as fear.of psychotic breaitdawnc, and the tyranny

o of the grdup, .l}e feels that generally speaking, leaders .

are mostly untrained and can therefore do much damage.

. As woll..fottn: t;hcfenis little folloﬁ;up ‘to the group »

auuion, leaving the individual axactly nowhere.” - )

)

, mmnm%led Gml_lge Thera
ntreal Star, » D71, p.




¢ Birnbaum of Boston University feels that wh

non-verbal experiences can do a’ great deal, of - good .L ey s

y can also damage. This is mainly because of the 1 £
trdined leaders. Many people feel that attendan at |a’ y
P [}
4 l twq or thr dey T-Group sessjon, the reading of ‘ . '
w . pamphlets qnd the use of records, will instantanec isly | ‘
. o N . * * \\ h
. turn them into qualified group leaders.go ) .
In a debate between industrial relations ‘prafessor
) George S. odioz of lq,chigen and Chris Argyris of Yale, »
Odiorne put fogth the arguments whieh have made him a ) N
: pOpular criti £ sensi;l:ivity training. . These atqdpents
o _are: ) .\
1.' In the absence of any teseard: evidente ,\ o
' ‘ which demonstrates that sensitivity' \ B
training changes behaviour, we are left |
¢ - ‘ .o . with nothipg but anecdotal evidence and ‘,‘\ C
. . example drawn from expetienco \\
) ( \
‘ .2.. Perhaps weeks together in a submarine X
- would h brought about the lq-e behaviour
& 3. ‘... the trainee hubeenthtough ane-ot.i.
, v . binge which has some totally unpgdictable

results. .

" 4. Por this one (overp:otocted udividul) th-
' lab becomes a great chological nudist

i ‘ camp in which he 3 his pale sensitive
soul to the hard-nosed dutocratic ruffimms
b . R _in his T~Group and gets rotmdly clobberd

S. ‘Be  ese fattoo-anyuui.tivi trainou are .
: . indeed playing God with clienh.. -

6. ... Icaeonlfiu ttobmi.nusunt!ut
- they avoid the entire oult.91 = -

2 3l
[
N

T

N

‘VF{‘ZT&;.’:{ b

L4
;

90:hia | .
‘ 91 ST TPA
. Coghill, Mary. Ann; .

.+ - . School &: Ind\%s' 3
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‘to a complete lack of spontaneous behaviour.

‘intuition or an inspiration.

‘William Gomberg of :t‘:he‘ University of ge'nnqylva‘nia‘s: .
Wharton Sd\&l&églls | ’sensitivity tra:f.ning "titillating ‘
thgrapy; manageme;xt c_levelop:ﬂent‘s most fashionable toy"
He feels that the T-Group c_sft:en:creates the Oppos:zite
effect than was the intention; this in labour mahagement.”

The most serious.criticisms of sensitivity training
axé in the areas 'oﬁ untrained personnél, insufficit’ant

follcn--up,. insufficient relationship to psychotherapy,

‘ and insutficient research on the outcome of _the' sessions.

It can lead to an over-awareness of self and therefore

3

The sensitive teacher however, can avoid these

pitfalls, by avoiding the use of sensitivisy techniques

-‘ﬁhi.ch deal with the psyche. The teacher of art da'n con-

centrato on petcoption-expanding experiences dealing only

with the mareness of. the senses. 'mis awareness - expansion

can be used to stimulate creativity; the primary justifi-—
catiow for the tuaching of art. Joyce Cary states that

‘
=S

"the artist starts aiways with an experience that is a

Xind of discovery. This is what is usually called an

93

920050111, Ann, Smiuvzﬁx“ Training, New York State *
‘School of Industrial an X ations, Cornell Uni.ver—
sity. Dec.- 1967, p. 12 '

93 ader, Melvin, editor, A'Modern Book of Esthetics, Holt,
' xindurt and Wenston Inc"."'."' I!EU , Jrd edition, p.. 104
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DESCRIPTION- OF CLASSROOM TECHNIQ

o

L} s ‘ .
A tape, one hour irn length,:of various types of

. music (_roék, ballet, classical,. etc. -~ see Appendix A)

vas prepared. an furniture had been removed £rom the

room which was in complete darkneéss. To help set the

aood, i.ncense was burning in various parts of the room.
" As students enteted the room, they were told to

-~ Temove t:heir .shoes and ltockings. Bach student then

T N
:
N .
L ’
)
. . .

o* il

found a place in the room and sat down.

‘hacher; “The pur;)bne of this leason :l.s to try and have
~ you experience something that perhaps is new to

you. The next hom: will be based ‘on musi!!""

. Mistening to it, x{nagining thinga, dancing to
. ] P

‘it. I've asked you to bring blindfofds. * The

you if you all pile up in one corner. Don't:

o——

_worry, the light is very dim and I won't be able -

to ‘a:l,atinguish you. ™

o

P - Lie down flat on_the floor. Move your arms and

legs cn'«l make sure you cann)%touch anyone.

 now put on your blindfolds lie down on your

blck. handq?é%r sides, al oughI do not want

Y n}?‘m a;gum e

Yeason for this is so that you will not be.able

" to see anyone else, and you can feel confident

B , gnly because someone has: to be able to sepax“ate

that no one can sees you. I won't be blindfolded,,

Fine, -

%‘v 3 5—“3 Ky
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you to be unconfortable. T
When you hear the music, try and .immerse yonrsélf

o | in it. I will, from time to time, give you
inatructions. Most of the time, however yén"'_li |
be left alone. Try and imagine and do the things
I 'suggest. If at any time you’ va;\ti t_:,o.s#in& still

y or sit on the floor, do ao: Just try to muéver

- ’ your way to the wall 80 ’that no one falls aver | ,

i you. ‘I'd like to aveld injury. . SR

' The music will begin in a few mnts. I'd like

you to just listen for a while. Inagino_ 'ykmrself 4
Y in a concert hall, Place des Arts or soiewhm, J

There's a large stage and someone is d&ncin;.
‘ . _ | Watch that person dance.” | - , O
. :

The lights were t:hen closed and the mi.c bcgan.
‘. . w:lth no interrnption for t:lve ni;mm

o Teacher: SOQeone ehe has just cqn out on the stage and

I | is dancing vith your original dancer, male, ferale,
51 C ) it doesn't matter. Watch t:hen both dance. , ‘ :
t It | - This portion again, lasted for five minutes.

4 . - . . ‘ NN ’ ) i L .

SR : ' \ C

. - v

;' 4 \l'eacher- "As you can visnanu it, qradualiy add .oto
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This period again was of five minutes duration.
"After a little while you may feel like joining
these dancers as you lie on the floor. Try moving
your arms and legs as if you were part of the
~dancing group®. )

/ Two or three minutes in length.

Teacher: "s:lwljr, as you feel it, stand up and dance with
| YyOur 'group ...... that's it, good. Mov® with the
P music,  feel the music, let it flow through you."

)

5
{
t
>
<
:
B
&
i

. ) . -

This period lasted for 17 minutes. The music was
' ci:opﬁod. Stndéits were put together in pairs, back to back.

s P . .y

foo o gt g e
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4

Teacher: “"The purpose of this next little while, is for you
to try and feel and experience the iSvement of your

2

;
v

‘ partner's body as well as your owm. For, first
-1ittle while, remain back to back, then as
wish,' but stay together.®

oA

,
«\‘ -
¢ o Y
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.
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et ‘The music began again and students danced with |
: partmrs for 10 minutes. ’ C . |
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‘ - The music continued for- another 15 minutes.
~ Except for four students, all chose to dance alone. The - :
’ tape then came to an end. .o
| Teacher: "Keep your blindfolds on and move towards the o
sound of my voice. Now sit down on the £168r. R
. ’ B : / o » '} - '
Keep the blindfolds on because the light will . . . =
o ‘ ' hurt your eyes and change the atmosphere." J . ) h .
[ | . ' “ - | . ! ‘
- The lesson was the same fo¥ all the groups. It . . .°.
L  was immediately followed by a discussion of the preceding -
| hour. These discqssioné follow. ‘ . S
'” [ g ° ' \ L
: o r . s
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Students sat is a groué‘araund the teacher who

then showed various prints and pictures of paintings and

‘ sculptﬁres in which the artist had been successful in
creating the illusion of movement (see Appendix é). In .
. each case the stud_ents: were asked to try and détemine the
techniqus used by the artist to create this illusion. ’
They discussed the various elements of design and how
‘th’eic. could be mtilized.

-~

Three assignments were then given.

N
.
{ N .

- 3-‘-3 cﬁet:\ *I'm going i;o ask you to create three thi;xgs during
a the next 6 weeks. First of all I'd like you to
paint a picture of a dancer or dancers, showing
* movement’ I~say paint, howavar, you may use any )
udium you like: tempara, oil, acrylic, pastel,
ink. crayon, coloured papet, etc. If you like you
. ‘may combine some of these. The mdiﬁii\' is yours to
choose. The main thing to rMor is that you
are to create the illusion of mov'went..: How you
{o it is something £0r you to choc(n. Perhaps
.- some ot the fulinga you experienced during the
actual daneing lauon will help you in these

nqigmnu ‘




ol Y A,

R S R SRR Ry 2 P
, , The second assignment is a’sc‘:ulpture. again ’“" IR
” _ | . portraying movement. We are somewhat limited as o -
‘ to iﬁium.' but we do have clay, plasticene, ‘. - T
: p plastex of paris, wire, styrofoam, copégr/foil and ,
S . wood. Of course, anything else you may 'wi)sh to o /
o . use is perfectly acceptable. . ' S
L —~ ' ~ 5
' The third assigx_une_n is to.write a poem or short " e

e

descriptive paragraph about the actual dancing

lesson. Tell me what you felt, Fav, _expe:iex@, o
' etc. You may, if you like, tie all three assign-

Ty Tt
T g T

, ments together, using the picture and the sculpture .

tofllustrate your poem. This is not necessary S
| of course. Again, it is whatever you wish to do®. et
q ’ ! :
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o Barlier in the school year, the students had ’
L spent six weeks stndying figure drawing. The lesson about
to be described took place three mqnths after the drawing

llni.t. & : ' ..

v A p ! -

C ‘, For a period of niixety minutes,. the students drew
- .rapld gesture druinén of a model. The students took turns

modelling, as did the teacher. They began with 15 second :
- gostm sketches \in charcoal. Each was to stress movementa )
These sketches were.gradually expanded in time until the
- drawings were of two-minute duration., |

Por the last 15 minutes of the lesson, the students

ulod pen and ink instead of charcoal. . The lesson was purély
: lnmtclu period; a time of lpoqeuitig and freeing the
) ;lnhihitiml -which often attack the st@enta vhen cOnfrénted‘
" with charcoal and blank paper. - . "
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working in the gymnasium were in constant movement, those

.

g charcoal or ink,

s:ln‘cg the

to sketch the' various

Al

had to complete their sketches

.Usin

1ium.
were asked

$
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lace below then.

This lesson

period lasting for ninety minutes.

as they desired; they
activities taking p

’ drawing often

s

or imagination. -

- looking the' schaol “gym
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LESSOR V AND VI \

This lesson took plioe six‘wﬁeks after the

original dancing lesson. In each of the three cﬂlasses, .

1
students presented their three assignments. Evalu-

tion, discussion and criticism took two lessons, each

of ninety ninutes duration.

1, All pictures were pinned to the wall. (see

E, colour slides). They were )then c

discussed in thelfollowing mapmer: <
(a) as to tﬁ;succeas of% artists in portraying

uove-ent: this a Ag ) ral discussion of all

—_— .

the works el

(b) as-&a picture; compogition, technique, medi\m. , i"'

“mood portrayed. ;

— - {d) after the general discussions of the works °
. /
posted, each pictm':e was discussed separately.

“ &

The. ditudents eriticized, praised, gave. — «
suggestions. - 'l‘l'iex:tist was asked to defend "
.hia/hér work, to explain, and if neceasax-y-, | -
to interpret. @ - )

(e) the class then b'suggested a mark for each work.

' - 2.2 . All the sculptures were placgd on a long table.
. " (See Appendix F, colour slides). Students then

/

discussed thea all generally as to: LT
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of . art

- (¢) medium used
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~

scussed

+

lpture was then individually di

i

- answering questions or explaining

.
N

when so required
(f) the class then suggested a mark for each work

(e) gach scu

the artist

(@), mood portrayed
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Appendix D). They were dis

~

9

These poems were not marked.

.
2

all poem were prese
the mood and emotions
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was given to seventy

ﬁ.fteen to seventeen, and were :Ln grades ten and eleven.

. e

Questionnaire ) : }
;. What were your feelings and sensations during the dance

lesson?’ coo
2. What’ did you think of the three 'aesignments related- to
Zth“ lesson? ,

. s N
‘3. Movement could have been Jresented »academically. . Do

t Yo feel our approach.aided your understandiug of move-
| ment and therefore aided your art work? Explain. ,
‘iéul& you care to have more lesson;\kof this type? Why?

Students wexe told that it was unnecesauy to put

‘their names on the:lr queltionna:lres to that they could

J -
‘tmix; cmpletely anopyug\u. ~ “

J.. ngg were zog_x; feel:l.ngs and sensations during the dance
" lesson? . ° o Co

l;noti.énl mentioned:
| | Anxiety -
Fear

I-omuneu

Belf-conlciomnus




’\ .
. } ) ‘Pleasure-- o 29%
- ) . Freedom- g s . ,27%
- . Bewilderment - ' ?g ]
. Sexenity and calm— 6%
v . Silliness c‘ . ’ ~——-- 9%
| Inhibi ted (L e 268 -
e ” Univhibited——---——m-: e 198,
‘ " Sense of be longing- — - .. 4%
Exci tement- B ‘_ e 178
| Se}f—ma;enesi : ~ = f 178
; Contfolled by the music——o— - 9% o
“ | Bécépe , — 30.
' o Relaxation . : — 148 .
Drowsinesg-—- e . 3% -
- C metomee e
, - Tired- - : - 7%
' Detached---—mmr-m—m : —
;f: “ . Physical reactions— ’ 2
E " . naugea and dizxziness———t —- 4%
, x - Change of einotiqns e - ‘368

o response— . 6s )

K

Of the seventy students who answered tbe qnution,

many. nentioned more than one aot:lon.

< .

- ' . 0 emotions . -




.2 emoﬁionp -- 30.0%

-

3 emotions- . — 25.5%

4 emotioms—— . : 15.5%

5 emotions ' 8.75%

»

H

Of the 36% vwho epoke of a change of emotions, in -
each case it was ftom ‘a negative to a positive emotion,

1.0. inhi.bited to uninhibited. - The following are quotes

L4

taken fron answers to thel\qu tionn'airer:

Stpdemt Az t first I felt rather 1nhibited. After a <
wh le I over this and was able to get
o the full feel ng of the music.”

Student; Bz "At first I didn't really want to get up .and
T dance at all because I felt that everyone
was watching me. Later on, I didn't care.
Near the end I couldn't really think about:
anything; but I was very disappointed and
maybe just a little bit angry when there
,'m only a few minutes left.*”

+

"I enjoyed it, but at first until you can
get involved with the music one tends to
feel rather self-conscious. It was.qgreat
£0 be able to let qut your- feelings while
dancing. I did tend to soon get emotionally
involved and it enriched my mind with
briuiem: colour and wvisions of movement.

Student D: "In the beinning I was frightened as my
feelings were new and different.’ As the music .
continued I began to sway and feel freer. 4
‘!hen I began to feel that the music was con-
trol 1ing everything.- When the music throbbed

b throbbed. When it swayed, I swayed."

4.
oo

Student B: - " *X felt very alone and strange when the music

R went on, I'felt I had to force myself to do -
T " it.. Mter a few minutes my stiff feeling

- - left me and I really enjoyed it." .

leuublo ana poe.ttive expeniences were mentioned 101. times




v Student F: g - "The 'feeling was one of total freedou. i
1t as though I was alone and free to let
oose all my inhibitions and nervoul™knergy.
9 : I felt as though my body was like a mirror

AR & o ‘o -Yeflection and personifying the rhythm of

4 ‘. , the movemqnt. o 4

W ) ' e N s
. S,g:udent‘f G: . "1 feltjvei'y alone, the lights vere out, thg A

. incense filled the. room and even: though there
were thirty other people in the room I was ; !
| "2 - only aware of myself and - the space arognd ma, €
o, 4 The music was great. ' I sometimes got very E:
' attached to one piece of music .and thenm'it Lo
was gone, changed to another. My limbs : o
) ‘ ' felt .longer than they actually are and my ' o
. "dyes,: though they/were blindfolded, saw a’
LR " z, ' 'hazy, drunken ki vigdion. I enj C e N
L e , myself and the eedom ‘I could ‘expres in the -
o L o mOVemeptpofmy I . e
- kudent H: "'During the danqe lesson I experi nced a . T
YT sense of freedom - in particular freedom c ]
S ; _ of movesient. Having lost my sense of bearing, ¥
S S I became dizz{ and experienced a sense of .
v ‘A o weightleasness. Also, with my eyes shut : RN
. .o Y “tightly by the blindfold, I an to "see"
- o . figures" flashing in intense hydéis.of red and A
_ .. . green. - Another sensation I experienced was T
/ I /that of dintense movement all around one - '
. s?hich added to the excitement.

T . Student I "During the ance 1esson, I gradually built

; C up a feeling| of total, somevhat spiritual

3 e " * 7 . happiness. became physically, spiritually,
N : and mentally coumplete, like a spirit drifting
, s, .o free-in all its'purity:. I alio got a feeling
S 4 of , a8 if I was able to do-anything X'd
i o ‘ y SO wan with mys’eli. I really Ifblt my exiatenoo.

%0 . - . a . . : . 3
SRR ' Student J: - "It was fantastic to be abla to escape . ~ v R
‘. S reality for the time I did. I completely ' ,
o 8 , . left my surroundings and bec endlosod . CLuE
" » " into ‘a beautiful musical wor1§ 1.5his should - s
. . - 5 be continued as a permanent of the art
TN - * ' course. ‘There aren't many chances.in a .
; Lot T , student's life to let go and bg free." o / A

" Student K: "I felt free to do whatever I vant;ed in

_ -~ relation to W.u:ing certain songs .
- s L ‘I lispened to the d reacted accord- ' '
S ) , . : ingly. rot exanpld. during one, song it has vl
euad to e

S Y a slowing em,‘,andnynovcn_nnu
: .{»‘ ~ Y s 0 7 giminish. ~
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Student L: \"‘in’became ware of iny body n&oving, my .
breathing and heartbeat - it was really far - '
l ﬂg It is a great way to really understtand
egent and your, hody."

LT A Stud\ent M: "During the lesson, I felt that I was able
\ , , to. leave the reality of the day'and enter
. _ “‘-p the moving, colourful, warmth of imagination.
- N B - . -It made you realize the many different move-
‘,\ . . S . . ments of your body."

s
Negative reactions were mentioned 76 times, but many of

. P thq,se meantioned emotional change.

, ‘Sfiudeht: N: "Gogd ang b;d, nfusing mgstly. Loneliness.
y o~ t brought ack things I didn't want to
®- éamenbe:
. f T t

Lo Student O: .= "I felt the dance lesson was ud!less in
. . . 1itself, within the given situation. I did
. . ¢ not feeql myself blending with the music to
.. , any noticeable Jdegree and that this was not

. L e » ~ to my aduantage. Sensations were always

s bumping into people and getting&my toes

- ", stepped on." .8 ‘+

Student P: . “"While dmciné"! always had the fear of
< . 7. bumpling ‘into a-wall or_another dancer. I

-~

‘ felt the enclosed space bothered me to the

-t .. extent that I confined myself to one. area
a_? ) o -of the floor, not being adventurous or . ) ,
S o7 cd-pletely free." ' .

F . ' “Student Q3. wy conldn’t let myself go as I felt uncom-
Y : ©  fortable as I knew that there were other ‘
e . : people in the room who didn't take it f
Ev L - seriously. I didn't like: the fact that there
b : .o A . was sGmeone there watching us.” _

Q‘.v‘ A i .. - .. . . . :
.Student R: *During the danoe lesson Ijfelt silly and / -
.o T ¢ uneasy. Not because of whole idea, but -
A " baecause of the atmosphere. .First of all,
r'h I didn't like the music.. It wasn't to my
taste, therefore I couldn't enjoy it. There
N : - was a tension 1n the room." . , i

’

S’t nt S: "at one point I felt good all over, then I (o
- finally realized that the whole thing was : ol
" ridiculous and you had a good time laugh:lng o

“ at everyone."
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-lesgon - mentioned four
) times
More preparation was needed for the
sculpt:ure~ - mentioned three
. ' ) times
I.essonq on anato-y are needed for, |
/aculpture . - mentioned once "
. It 'would be pteferable to write the poe- S
in class with the same music repeated-—-—-uenuoned once
-Too many assign-ents for one topic——-'-—---entioned four
z ‘ _ . times
_Poetry is unrelated: to art : menticned twice
Assigmments should have followed the ‘ |
dance lesson immediately- " mentioned twice
uli.qments are restricting aﬂ:er the ' | ’ . ‘\ v

It aided understanding- mentioned four
It gave enjoyment A N e -entia;& four L
[ ; T, . . . \ i
' The anfqnlents were difficult mentioned seven =
8ix weeks vas not’ enough time mentioned five

.7 of the experience ‘ mentioned eight

Suggestions and Criticisws from the Questionnaire ~

‘Instead of three asgsignments, the choice -
should have been left to the student—-~———-mentioned once

'J.‘he assignnent was not relamd to the

freedom of the dance— ~mentioned once p

Genéral Comments

The assignments were challenging-—-+ -mentioned once
It wvas a good learning experience——-——--——mentioned twice

[ )

The assignments recreated the feelings




fr
-

3. “Movement" could have been presented acadenicallyg"

Do ydu feel our approach aided your understandiqg of |

movement and therefore your art work? Explain.

: t ¢

Positive 77% . Lo
Negative 16%

.. e : R
Undecicded - 7%

Suqqgestions and Criticisms

. Kk two-part lesson wh%ch combined a . )
g conventional approach as well as the N
dancing lesson would have been helpful ~—- mntioned once ‘

t @ided my understanding of mvement ' -
“but didn't help my art work mentioned once

X t g ‘
.o Movement is harder to envisiom if S .
presented academically . - wentioned four .

Lack of space in which to"nim're - mentioned :I.gé

©

Too much time between the aétual lesson
and the doing of.the assi.gnmenta———-—-——--—- mentioned nine

é‘l ( . - times .
N " After letting go in the lesson, it T |
S was hard to get: into" the usignnents —— uentioged twice 4 “

The xpgsic was the wrong type - - nentipn"eq once

General Couments

‘A sense of fangastic freedom- mentioned twice .
> Y

Sensations and emotions helped to o L
create images in the mind ——er neutioned once .
It gave g:he feeling of movement and o
-, ai.ded my understanding : : mentioned mm;y.- o
o \ ‘ S seven times A
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4. Would you care to have more lessons of this type? Why?

~

' Positive~===m=dmn-a. 738 | u <

Negative: — 19% : .

s

8% of. the students mistook the question to mean repetition ;

of the same dance lesson.

Reasons for answvers

‘ Positivé

\

. Negative

v

- did'not like to be blindfolded ‘ ‘ i

[

- would want more such lessons to aid under-

standing of art and of oneself
-- mentioned twice

it was interesting, fun and helps make
use of senses and emotions to understand
art . mentioned twiée

it relatea art to experience
- ‘ mentioned twice

it was ,‘ rel ing ' :
- - mentioned twice

" it was very enjovable ::

‘maentioned three ,
° times . - .

it ‘was interesting, exciting ang, fun
- mentidfed three
‘ v times

‘e

it creat\ed a new attachment to my art work
mentioned once

it created mood, gave added inspiration .
and made one more familiar with the topic
before attacking it

mentioned once

mentioned once v oy

felt too inhibited and g it became a ;
chore - - mentioned twice S
’ ¥ . .:(‘»7..1

- preters total darkness to bl:lndfold
- - mantionec} once

-1t was ‘too draining an experience

s e ‘ . mentionea twice
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j
CONCLUSIONS

v o - "In discussions ime&ia.tely f\ollowing the actual dance
' [{ ‘les;on (see Appendix D), there was a great feglipg of eafcite-
ment and exuberance. Students were exhilarated by this °

change in their daily routine, and by the emotions they ‘
+  had experienced. They wanted to discuss what had happened
L and(sfoved no reluctance whatsoever in discussing extfemely
‘ personal reactions, even negative ones, as in the following . -
quotes from Appendix B.
eee I was lying down and §ou told us to
~ ‘'picture a person.dancing'. Well I pictured
2 - 'a person and that person became me ... and
¢ . you said, ‘invite the partner in' ... I
. eouldn't get anybody to dance with me.

( coe vell, I couldn't stop thinking about
.  'every bad memory I've ever had.

I ‘. ' !hh student later became.-involved with the music and was ’)
e able to do away with negative emotions:
7 ©ees afterwards ... when I saw everybody
dancing and ... it looked really good ...
Lees I really wanted to try again.
‘a o While at first there was a fair degree of inhibition,
fear and unqertaix)ty, students did not want to be the _‘first
L to gei: up and dance, and many felt very consp‘icuous‘in doing .
’ so, 1®aid not tAkes lon§ until moit were able to imme’r/a'e
theualves totally in the music and experience rositive

'uotions generated by the atmosphere, music and dance. They |

becm totally iuvolved with the music. .
, Studcnt A I vas very deeply into the music. I was.

flying all over the place."
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Student B “The movement moved me all over the
place. It swayed me,when it moved,

and it seemed to me all over
andirhythmic ++. whatever it did,
I dia.* |

Student C "... the sound of the music took ,
control of- your whole body and you ..
just were part of the music."

Stutfent D “"There was a really strange thing.
— Did the bell ever ring for lunch?
I didan' “ear it." ‘.

While some students .omplained of tiredness (7% in

the questionnaire)’. ‘during the discussion, most stated that

they could have com:inuod hwnﬂnitoly.

- There was some discussion u to the choice of music
itself (see Appendix B) some complaining of the types of
music chosen, and of the fact thct 'mﬁsic changed ‘in
character frqm time to time. Others felt that it was pre-
cjsely this change which was beneﬁ.cial and which affected _
their various emotions. It ‘was agreed that reaction to
nmsic‘.ié: lfiginly s jective and that it:‘wou'ld have been
impossible to find music which appealed to the entire

~ 3

- !

group ‘simultaneously. : ’ A
_‘ By the time the questionnaires were given out six
weeks later, responses, while basically positive, were not

~ as positive, nor ,were they as exuberant as they had been

i

uring the discussions. Doing - ctual work .of the aesign—

ments tended to dull the excitement. Students had had time
\/ to think their responses through on an i{gtenectual level,
) ‘'while during the original: discussions immediately £oncw1ng

4

1




the dance experience (Appendix B), the responses were -——

basically emptional in nature. It was in these question-

: N
naires that' criticisms and suggestions began to emerge from
the students. ‘

Many students mentioned lack of space and time. They
)It that during the actual lesson, particularly in the

- —l8rger-groups, thet§ wasia definite space restriction.

Since they then became aWare of others through the occa-

. eional collision which changed the intended mood, they
felt that lack of space interfered with the freedom of the
lesson. They realized. however, that the group was
‘restricted to use o: its own classroom, and that the
lesson had to fit into the time aIlottnent of the senool
schedule. One student suggested use of the gymnasimn but
're.ali:’edlthat it would. have been impossible to darken th
room. .

o " 'One small class of fifteenv had totally positive
reactions to the lesson. 'nxis diminished as class size
gtew. It was suggested by several students that large
qronipa be divided in two and that g.he lesson be done twice.
- 59% of the students were positive about the given
assigmnenta according to queationnaire n\u&er two. Many - N
felt, however, that ti:ne \!as an issue. 'rhey suggested that ' .

T wouid have heightened the immediacy of the experience if '

the poen and art work wodld have been done immediately

' following the dancing. BHere, however; they were realistic




in their understanding of the restrictions of school

J time~tabling. - - :
\ of the student;s.who specifically discussed the_ paintl:-'
ing assignment, 83% had’'positive reactions. It was felt
tfxat since drawirig and painting had played a large part in
the art room curricula to date, most students felt free to
o ' experiment with medium and to attempt to express th;air )
- feelings pictorially. These paintings and drawings tended ©f
B to be extremely well done (see Appendix E, colour slides).
“~ - ‘, Students were quite ‘fi‘e'i:il.tble in their choice of"
mediums. They were not afrafid experiment (lspéendix E,
colour slides), and many complete ')rks quite t‘oréign to /
anything they had previ.ously attempted. During evaluation/
discussions of these works, this was explained by the _ r
students as being directly due to the sense of experinen-
tation ‘engenderedby the dance lesson itself. . LT
On the other ﬁmd, 'of the students who mentioned
their' responses to the sculpture assignment 6}1‘ were ‘l
negative. It was felt tha!: not enouéh sculpt;.xre had been
. done or discussed in the classfoom and¢ as a result, - ..
~”8tuéentslwere muc;h more inhibited in this lnediun.: The
sculptures therefore, tended to be less successful -£ian
thF paintings (see Appendix F, colour slides).
. While many art students, beinq creative people.
enjoy verbal creativity as well, of thqse who discussed

}. ¢ the poetry assignment,52 percent were {m;gativb in their
| T o ’ . ‘
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reactions. St@dents tend to pigeon-hiple subjects and ‘ T

the major criticism was that they could not connect

poetxy with art; they were unable to verbalize what had
_ been a subjective experience. However, even while stating
3 ‘ the abo&e, all wrote some descriptive piece, whether

poet.ry or prose and considering the objections of the

. students, these were. remarkably s&ccesaful (see Appendix D). L
o ! ) 77% of the students ‘felt that the ‘lesson had’ | '
:x‘ ‘ ' boeﬁ auper:lor to one which might have been presented in a g

i . ) ’ more _aca_g:mic fashion. .Mott mentioned that the experience_ —

itself ga‘ve them a subjective realization of movement which : .}
A aided their underatanding of this element of design and ’
" thus aided their art work. Mamy felt that a totally ,
. acadeuic lesson would have left them with an: intellectual

i?\ ' \u(\de:stand g of movement, but that the subjective experi-
\

ence of the‘ dance lesson added anathgy dimension to their
B ‘ - ‘ - .

i 3 ‘comprehension of the element.,

s o Several suggested that perhaps an academic lesson

could have been presented as well, althouqh others counte;ed

that this was basically done during discussions of paintings
\/ and sculptures whj,ph was the basis of Les‘son II. They felt
| that through attempting to analyze the ways in which the
art:lsts had‘ c;eatad the illusion of movement in their works,
" they thmelvea were givern more understanding and appteci- -,
ation of thc techniques 1nvo:l.ved. \

l(any students stated thdt\their study of the history

of u:t,yu an aid as well, since through learning about,
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| .Wwere as necessary in creativity as the intellectual and

*

groups such as the Futurists, Actiop Painters and the
. . ‘- ) '
Automatists, all concerned with some aspect of movement, >

they were given suggestions as to techniques possible.
73 percent of the students were positive in the fact

. that they would desire more "lessons idea of the dance

experiment. ' In both the quesionnzires and the discud'sj.pﬁs/
(Appendix B), students indicatgfd ' \
ness sessions. uany mentioned extremely personal enotiona‘].» >
reactions to the dance lesson and were eager to see wha§
would happen w:lth other types of sensitivity sessio

Most implied that they would be favourable the °
use of awareness procedures as much as was possible in the

-

teaching of art. Many stated that the emti&nal reactions

that they enjoyed combining the tvg. They felt that this

improved their work considerably. , SRR

E]

This illustrates the cdste’;xtion Btated eisewhere

\in this gaper that experience is vi.tal to cte,tivj.ty.

It is only through the. px;;mry process of creativity - the -
experience or intuition - that one is capable of the .

secondary process, .the krreation itself. In this study,

the dance lesson that was respon-
sible for the high level of' creativity the students were.

able to achieve. ‘ Y . o o :
_The students alone, while dance and mic are T e
\mportant adjuncts to their lives, would genetally be o @

unable to knowingly apply these to their own. work. School .

. EEON - f
N ry sy
Y DR el g Rt ad s iy




.work, even-art, is-not somethinQ'they consider essential
to their beinj!?it is only a necessary evil necessary in
‘that it enabl them to reach a goal - going to a higher

1nst1tution, having a career or professiond maklng money.

Thtough having ‘their awareness of dance and music expanded
and through having these related to thelr school work,
stndents were 1mmeasurably enriched.“' )
' Many have stated that they are now aware of move-~ o
ment 1n nnny ways; they notice how people move, they watch
éach other, theykpbserve more carefully. It is no longer .
. .sometping they,te}e for granted. Whether attending a
. ballet and dbservingt;ﬁr\éoingwto‘a discotneque to dance
thenselvﬁp, they Have becehe‘far more anare of the varying . '2
,aspects of uovement. It is somethinq'they now notice far - ,‘j
, .. more than,xhey had Jone before their own experiment with - - |
FTTUL A -

. ¢ 'y ;.

* T Through briﬁg}né‘thls expe?lence'to the students,
\ - -
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through relating it to their daily work, the teacher

LR A
£

was) able to make art of> more immediate concern to the ' 'if
e ' ‘studeats. .ihe‘art work was no longer simply anoth .

object1€e~schpol assiénment: It was the expression of an Qfé

» - . v , ,

experience. . )
' It is. therefore apperent from the. results of this

«s
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study that an lncreaaingly impoffent function of the .
teachexr ﬁs to bring experiences of this nature to the class-

o . ‘TOOR. '!eachers must stimulate and encouraqe perceptual

'!“ S "auatﬁnelp 1§_ptudents\are increasingly tobrelate school

‘ ' . e h i

XY
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to their evg;yday lives. School work will only' appean -
“relevant to students if this is so. o k U
. R < Lo . .

The . i.ncreas:.ng}y gopular forms of awareness -

expa;sion, such as the experiment described in* tifis .paperQ R i

l)‘

_— 3” and ‘in \_th\sess\ions known .as "enpounter‘ "T-Grougs"
are a means of accomplishinq the goal of abelishing
« the auenatlon ‘and. disenchantment of the young with edn—-
_ cation. It is a means of using education in a more vital

. - ~ and necessary way .than the mere giving of lfactnal ‘infor-
. N N . M i "y

/ mation. | - b .
< B - . . - ’ 4
The ‘etthusiasm of the studénts for _the dance’

1

experiment and. their eagernesa for more sensory experiences.t
as expressed by the studem;s p.n discuaaions and on the

- questionnaire, show the. great need for education of this

R . ‘ nature. It strongly supports the contention that school q\
Sa . . ;

SRS A work can, have relevancy to the #ily lives of . t%he\students ¢
RN ' ._ anda that if thie relevancy exists, students will shﬂ
S A : readiness ‘tovtearn. As well ' their creat:l,vity will be

' stimu{:ted and whi),e this atudy is primaruy concerhed . VR

-

. With the role.of art, ereativity can be stimulated in . (/,'
s:lmilar weye in alf fi.elds of endeavom Sensitivity ) -
‘ | and awarenees techniquea can be used to develop creative

B . 3 .
g R aeientists as well as artiste and ahould be uned whenever r_ey .
b4 K4 . . . . ) u E . ‘

' feasible. A o . . v

R L]

. . ' .\ , MY
) - o I‘a has geen shovm that invo].vement :I.a of j.mportanoe N
" in teq Hing. . 'rhrongh 1nvolv1nq the gtudoptn, pﬂyliqany. :

. o mentally end emotldnally;iq the expetience of dlmce and K .1 &
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‘ euch as the one descx:lbed here can be used to teach’ many "

. edu@ation.

movement, the students vere ab]'.e to perceive movement

at a neWer and ‘d!eper level. This sort bt invoivement

should be generated whenever poss:.ble as it too brings e e

relevancy to the lesson. T d

As welL this sense of involvement is able to

P

/
brefak through the barriers of desensitizatxon erected
through the oonstanl:.—_sense bombardment.of our ‘lives.

Students suddenly. begi.n to hear and gsee things with’ a
7
freshness and newness <-which are highly conducive to v
LA W) ‘
creativity. . " .

-2
23

Lessona of thi.s nature, becauee tl}ey appeal\ to
the enotions. -can have meaning to all types of studexg}:s -

the bright, the average and the poor. It is one way of -

reach.lng the. students at either extreme of ability; those
' who are generally ignored by ‘more traditional forms of V-

It becomes peraonai and- helps to erase some

<

' of the deh\manization of' modern schqol life. This , "

reaching of the student helps to return him to involve- ‘

nent vit;hi.h the school. '1‘1':e:r:efore‘t it would seem that

.. the enotive experience can acéomplish a new dimens iog in

’
N [

learning, one. that is. untapped by purely factual or

Qverly tract methods of. teaching. o _ y - ‘ B
b . P
: With\ln the rehlm of art teaching, experiments N L

.

2y g ol g ey

“of the element; ogesiqn. The ‘reauiting combination of’ S
e Vg 3

enotive experien factual of intellectua‘i' ur{dér-

v
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atandinq of each element. can then tap a deeper source
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w1thin each student and rexult in a more, meaningful o

output, this output being shown through’ an enricped _“ | .
creat:.yity. If this enrichment and cr’eativity.canu be -.
qarried over to other aspecte of the students ' lives, .
to other @ubjects and to their Iives eutside of school,
\ then we have succeeded in the evolv\:ment of creative
people, this creativity beinﬁnecessary to a growing
v:.tahty in a society wh:lch might otherwise stagnate ,

i

from laék of original thpught. ,

s\ ‘A = T

“ 4000 A Dc * Kt . v ‘ 4 ° . . ;ﬁi\ ) .
]When Science ‘and Art.ar ent:lrely R B -
Melted together to something new . P :
"When the people will have lost their i ‘ R
remémbrance afi thus will- havev : S Lo
No past, only future. .t - .
When they will have to 'discover everything o
. Bvery moment again and again . oL
When th?y wild have lost their need for R
Contact Vith Othets ‘e ee v ' ." ):: ' ‘ )
-+« Then they will live ‘in a world ot only o '
Color, Light, Space, Time, Sounds and, Movementq;a L
Then color light space time a
"¢ Sounds and movement will be free a R
No Music ° o \ De
NO Theatre . ‘ ' R
» No Art e L ‘ : e .
No_. U L
. There will be SOUND | . L
. . ¥ COLOR+ S wo e
. © " - LIGHT . : vt T " SRS
. * SPACE - : T

.
S
»

X Brown, . sunley, as quoted by Hraiqh’t, Robert, 1n What h
Art poming to? Hbri:on, Sp::lng. 1966, p. 10. . . hv,‘:,""
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. West, - tra Records ‘ . o
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cx.;\ss NUMBER 1: e~ (

e —

Teacher: _ 'The point pf this is”, to find out how you felt

[y

P " while 'you were doing this; the begim{ing, the

PR . middle,-the end. Anytime at all.
. | Student A: I got stoned on the m;sic ,
‘ Teacher: Right away? . ,
» Siudent A: WBII,'.well ipto it. I was very deeply into ' .
. | the music. L?l\ke I was\ flying all over the , b
e o T i 'place. ,I don't usuz}ly gé‘t stoned on music ‘ ’
f Co N \jusi': like .~th.at. You know, ‘something has to
: . " " 4. - make it happen. But, it so happens I was . o
a‘ | } T | &t r:lght a\may, I vas puued into it. - F '
., - on Teacher: - ‘Why do you think it h‘!PPe“ed that way? : -
" ‘\\udent At ‘'Cause it was q‘ai:k and I felt a lot of move-
L - ment around me, so I was able to move and it’ ”
. ) : ) ‘ .,"'; x}egny a trip 1like,.you know? S
. Student Ar  Yeah} definitely. I could have go:;e on . .
; : ' e ] fofeve:. ’I mean, music that keeps pPlaying '!~ & e
: , . . a . ‘:u.ke that, I mean, thete‘p no end, you know?" *i—’*"'
i e 'reacher: Nao-:l.? - LY E Y
Lo | - X%
. ” studm;n: ‘Bs ) ¥ felt at the. beginnihg.'when started, .. T
| | o o A when x started to get up and dance\Ff sf&l‘ted R
M o . 1“‘* | - &to £eel colos,li wax; vibrant colars, like

R NS AR orange and reds and all thepe colors just :




Teacher:

Student C:

Teacher: -

PR

7

-

Student C:

Teacher:

Student C:

1)

Teacher:

" Student D:

" it was reciprocal.

Okay, somebody else. ' T S

oo aometh_ing.

vibrating around ma.

ot

Okay, somebody else. Cindy? - -
Well; when I firét stnrt:ed‘to dance, - like. I
felt like I was in a ‘big field "and meadw,é‘,
and I was just running around 3 ‘but it was
still dark, t;hough it was 1 fght,‘and I was,.
like, just about bounding, ’like, expressi'ng’o
mysélf and at certain poin s I felt thai;

because I was blindfolded, I felt very darks

and very alone, ‘andgthen f felt I had to seek TR
SO . A - .

out ‘someone ;O. f}h CWE e N C " é

Is that why ym‘x dan'ce«; with other people so R,

often? / L ’ P ' | ) ";
Yeah, like, I felt, 1ike, T wouldn't be so T ;
much alone and also, sometimes I felt really, .

really good and I suck out, took out, seeked

out a p&rtner!u\,' o o _ o
You looked fors sanebody else. g‘- ‘

'J:hat's riqht' Because too, you know,’feel
the aame way I felt and aomatimes, uaually,

o-‘\,, \b R
Like th way we felt, 1

Well, at first, I felt like I was tryi.ng to A\
break through something. f'Like, ‘the music o
was very, uke, eerie and I, like, I was

‘trying to, I don t know, break a shell. or .

But, okay, whan I was dancing -
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Teacher: .

/8tudent E:
" 7Daacher:

et

e
-

-

‘"8t\}dpnt P:

(4

. "réac'he;. 1

-\ = -
"Studqn; E ]

EE

. and I was bumping into people,
" turned off. Like I couldn't get

. was changing too of“ten, 80 ¥ don't think I

There was too strong‘ a‘change, Li}ce‘,'frqm

it until a little while after.
‘Yeah‘,‘ well that's the i)roialem,w_‘bﬂecause, you ' -
;cnow,. this %: the biggest room we have |
around and I couidn"t get the gym or all of
the forum, for pou, makes it tough. Sox;ebody
else? We::.e you self-conseious at’the.
béginnin‘g ;.or all the way through, or what?
No L not at all, because éveryone else was .
blindfolded. .
'I'hat was the reason for the blindfolds, by
the way, so that ylu knew. nobody could see

yog. Except me, I had-to make _sure you didn't ,
A IO .

* knock each other. over.. Okay, 1 *d like ‘to know

-a little bit m;;é Aliout how you felt when you C e
were dancing.~ i

Well, well, okay. “Tike e\;efybody; I was into
11: tod, but I think if tﬂe mix'sic ‘Tibuia have ~
been more, like. the same, like, the rhythm
could have gotten into it s mach. SRV
Oka.y, about, the music. Do you think it B
changed too often, ox .not enough, or cee .
‘Barbara?

o

the rock, ’aort of to ballet. I couldn't,

> 14

: ) " DY
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,sort; of, get into‘“it r:lght away. mf e was
too strong a change. )
Teacher: No, who said no? Why not, " Shai'qn?

»

‘Student G: ‘Idon't think ... It wash't too sudden a
chang;- It's just that, li)ke, it has. to
change fast if you want to ... change wvhat
you're doing. B K n | ‘ ‘

Teacher: Unless. you compose yonr own msic and you're
using records, it 8 got to change quickly.

Student G: Yeat\. No. Changing fast, like, fhom one

thing, -yo"u have éo go on to .another.' I nean, '

. like. I know it's hard to get into th.e other
thinq: the next thing. 'cause it was hard fo:
me too, but. 1t‘s good)that it cbanges.‘ Like.
‘that I mean, ,if. you iato-i.t gradnally, "
you jusk sort of,- mg)drmm out, or you .

-»

‘Student C: Lose the geglﬁg. )

" Stm{ent F: Right' - -

Student E: Teoo wishy-vashy.

'quchei: . | uayda?
" Student D: I think it was a little: t;j:t too long :l.n

— - : each section cause, like.. vg were dax\d.ng

A and when finally you qot 1nto it,. it vonld N

l

. mChanqe. T / . "\ " L%t
""régghérz What happened was' that in past years,/ \the“
’ | first time I f;l:ld\ this, I _hnd tho m}c '
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Students:
Teacher:

' +5 . Student Gz

i

Student Az

. ol . \ 4 )
- Student H:
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] T N N .0, -
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- t [ ' \ L4
\ 3 ‘o
1 A ¢

changing quite rapidly and people said it J : ,
broke their. mood which was why I played feach

numbert twi.ce. . 8o that-you'could really get

inté one beat: lpefore I change. Do you ‘.

think it would— have been better‘tﬁo take juét -
one record, like "In - a - gadda - da ) vé:da
and do it over and over and over fQr an hour? .

- No

; . . M - } . ’ \‘1
" .
LO », ’ . ’

“
N A S

Ovar three times . .t X don't know. Three ‘ S

tin\es is a 11tt1e lffb much, Twice is okay.

e,

-

Onoe,,nya... \ “ T
!iow did you feeI whgn you were damfi/g/ ’ o

. ,
with A partner, back to back? v . ) Y
LIt should havf been front xo front. | \,‘ ; i
It should travE been. front to front. Do you T

think it was 'a‘gooc; experience to'dance with(' e

someone olae, or would yo°u haveL prefe'rre,d:., to .

hava been alone all the. time? ' G’ . e r
Wen, when I ﬁrat started, like, when I waq R '| &;
fi.rat‘ blindfolded . and that, I was lyingm “_:f:
and. you +814d us 6 picture a person ‘danéing". | ._, *

V0 e

wgll, I pictured a person and that person .

I3 -

-

» bocame me. I.ike on the stage. L&e,- I e ;

could see a whole stage and just me and an

orcheatra coming £ ronpés omewhére and then, wh r(

-'ryou ,'aa‘id. o"inv,i:t;e th‘ partner :l.n ) like, like,



I couldn't: get: anybody to dance with me. . {

*Teacher: That's cause you'ré fat and ugly, and ...

B 'Student'n: I was trying so hard and’ nobody could come " -
- L@ .in. I was just sitting there all alone, |

: .. S ) .
; Lo and then you said, "start to dangce", well, -

. - ; - I couldn't stop thinking about every bad’ 1

. ' L N memory. I've ever experienced, star:ted,cgging-

. ‘ C . ", ~to nyjh.ead and I j'ust'felt so bad, I couldn't

- get my mi.nd on anything,” and”"then afterwards,

Ce. - .. . - like, when I saw qverybody dancing, and, you
SN - know, like, it looked, like really good, and <

" ; I rea‘lly_,want;.ed to try it again, and so I did
. o _ with ... and then';‘I' started dancing with a
¢ S - partner, and Harcus became, became my Tony ‘

e, ' . P . .

o \\‘ L .« Curtis. ( oy .

N * A . »,fstﬁdcnt.\m ' Well, liko, vhen 'you said, 'invii:e- a par‘i:xier '
E o VR down", I didn't yant to’ dance with anybody, 4

Y

. t

\ like, I felt totally different. When you said 43

4 ' Y ) Ry

\ .' S . th‘to 1i.k0,-1 wanted ) _—
) . “Yeachers. And all tho rest of the tine you daid.'

P ~ g L)

'smdont‘c; ‘!oah' PR , ’ ' o
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- 'roachor: . mt had co-othlug to do with your contrary

v L pm-onanty- . : SR

o | Student .I‘:'\ ‘Vllol.l. Iu.pne, when you said to dance with a &‘ R ‘

oL : - pnttn't 1ike, it was scary at one point R
B ‘cauu. nki. you know, 't know that you're = ;




Teacher:

.
-

Student I1:

Teacher:

w
Teacher:
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L Student I:
e Student E:

T

LT by
. o
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.. " Teacher:

4
~-Student I:

1

Rl i
N v obm s ‘_(J
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- gtudent Js.

Student A:

Student A:

'

’swayed.

\Isabel, but I'm not’ am.-

~ e TR

SO , . ) . . . . 2
afraid of moving. You're. afraid they're ) J‘jﬁg
‘ s ) X - .“mﬁé
gonna ‘make you fall over and, like, all I don't o
) ' . A

... who was my partneé, but all we did was i x;g

You know, it wasn't-good- oy f.l

3

k3
[

x

And then how did you feel? Let's say, when T

-
M

Son AR Yy, T
LSO TR TN PO

PPN
e S o)

you were dancing with a partner, and ‘then I S

,
A
8,37

g

-said, "Okay, drop hands"? . ) !
Alone. A . T

Alorie. . ' : ’ B R
Ffee. o . . : ' t'~.*¢ l |

Free or alone?
I felt free'éause then we weare confined to

each other's act:lona. We had to copy each

other's actions and that was ... ot

S ‘-

Not at all.

NO, nO. \ . :

Well, in a way, e, we had\to, in order to

- cg
stick together, we had to foucw A\cgrt.un

pattern of dancing and this way, we ‘got to..

\,o

escape l\ron this and go on éo, you know, émt v N
own ways ofdaficing. ST N

Cheryl? . _— ST
I didn't find that at au, cm‘ don't. xnow

who I-was with, I ha}m a huxwh u vu, | g .ff‘

nml dia you havo a hunelx 1w vn
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Student J:
Teacher:

Student G:

“Thdnk'you!

. [ ’ . ‘
I felt the hands. NO, <I don't know, and what

happex{ed was that we kept turning, but it

was sort of like we knew, like, we didn't have
) S

to say anything.

Okay, Sharon?

I felt when I was ilancing with someone else
eee I don't know, it;s not/: like you have to
\stick together, it's like you re just, ypu re
together. Like, it's just a complete
you're just together, that's it. There's

no two ways about it. I mean, like, I

-

thouéht it was really great. When we started

" off, I mean, with a‘brokex'l nose, thanks to

someone, I must say, "it hurts”. No, but f'.
when you start . and you said, p:tcture' someone
. dancing on a stage, or sonething e I don't
know, I've alvays had dreans, like, and maybe
it's -y strange mind, but, it probably is, no,
‘but I picl:ure, like evetyone around me and
.there'c Just one person in the middle, and
it's sQrt of like, they* re all . laughing at the
per-on and that a,lvays happens in my

drom. Bvetyone. like, no ...

‘I £ind it i\nteresting how personal everyone
got. Like, "hobody, wants to dance with'me",
or,"em's\hw at me", or, “I'm

BRAS B Vae Inbh

93 WA
A
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' ! “ | ’ I‘ . 1
; . , : - D . .t
R N vel.:y .aione " \ < ;
‘ (" | \\Student G: N‘o, I'm just telling my -dreams. J:t"s 'al;neys:
2 °'_ B o ‘ ) like," I'm here, .»there s clouds and e\{etything.
K | | | There's just’ a littl'e path that I eaﬁ see - o k
I J\ . “ through, and everyone s in there having a ‘ Y
e ' 'fantasﬁic time or else, across,‘ "Bones Jones" .
N Y _ ‘ is on the_wall, on the ve_n_et:ian' blinds ‘and v - "",,
o | ' ‘ | it's IL'ughing its. head off jat me. I swear, "
' © I've always had t'ha't,.and'... S "; ¥ .
- . Teacher:'w . And, .i,t came eut..:l.n the music? * ; i ) ‘ ‘
/ ’Student c: Noi/ in the,beéfmiiné, then, but, at‘:'the' ) ' :
g‘ ' \_ , beginning, when you said "one person®. ' :
| ) ' Teacher: Okay, Larry? . ; L ' T ‘ |
. . Student A:  There was one w.. 'l‘here was am other nusic -
T ', > that they had. It was a bely-\dancer'l o ~j :
: | ~ music. . s - oo
‘;reacher:. It'; callqd an "Arabiah 'l‘hele". - oo

Student A: That was great! . 'I‘hat, that was great. _ That

»

o \ _was, that was unbelievable. . N " \
” Teacher: , You liked thag' one. Yeah, b ¢ not:l.ced wvhich
. ‘ ') ‘ones really- ... I noticed you real‘ly tuni.d " - j':,‘
| " ‘on, most of you, 1:6 that ohe. Tammy, ile‘y'ou i ‘t:“" fz.'
‘ - have anyth:lng to .say? | o "( .

‘ Student K: ~ Well, I wasn't inhihited at ull. I flnd.
\’ well, 1 find dancing a ve:y i.ndivirdun art

- " Lo LY : . ’ ' IS
sort of.‘helpqd‘u’ out. .thd
oL e N LT D e 2]

.. .o [N




. " ' sort of a loneness, and that's you know ... '
. Teacher: ~ Shelly, what about you? : S
%;gg . Student L: I think it was absolutely exhilarating. Like, -
o , ; . .
ﬁf L. ' I can doyeverything, I can do anything .

e "' I wanted. It was really good. _
N

B 9 .

Would you 'say' then that tl)is /sort of] hour
: .\ was a positive; experience? All of you?

- Students: Yeah! - L i

. . " a »

" ‘meacher; - Okay! ‘ . .
' e
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cmss NUMBER 2

5 "neacher: ( What 1 want to know is how you_ felt while the
' ' ‘ . . 1 ' [{ ' " -
’ music was on, while Az.he dancing was going on.
. - [ N A N R
Just what you thought about the whole thing. °

v , ‘Anyone who wants to speo)c/ first? }lrighiz,' C ;o
. ] S . !

' ' U - Judy? - C ' -
- ) o 'Student A: . The movement moved me "all over the p1ace. ;t Y
. « . swayed me when :lt moved, and .it aeenad to pnll"

me all over and rhythmic. I don't know, : S

’

O moved all over. Whatever it did, I did. | ml

.
v

‘ Stuoent B: |, When, it was grea;, i-eally, like, it goi-. :ln

N . .- you, The music, l:lke, became part of you,
like. when it was the matador, like, I felt . | .
; " 1ike I vas sitting 1n the middle of 'mtador, .

. -

o Like, it vas so d:lfferent. I

-

. - Student‘ C: Bach music,’ 1ike, sort of told us u:s ownr

(N4

o
-

story and you try to move your body to the story

Ty e g T

' of the music and you use yeur 1maginati/o§< and

e RE,

, it was a lot of fun. ‘It was a dot of 'fun, ,
M .~ Just lloying your body s S R
,Stnq;ant D:. X also think that each different piaoe o 2

YL
2 R
sr ™

HURIEAE
S
2

music and each novmnt to the mmic told a

vliole ‘d&fferent stor,y and I put ny o\m - “
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: Teacher:

‘ ‘gtudep\:

~
]

'l'eache::.'z'

.

, x
{

Student ‘Gs

/g

'

[4

the time. 'But sometimes I really did.

" ‘Well, I feel 'that, like, 'the sound of the

I ¥
mpusic took control of your whole body and' you

just were part of the music. - I§\1:'n1ed‘ you,
and. like, when the drum solo was, like, you '
felt like you were » you were beat, you were
the one who was beaten. on, 11ke drumrﬂing on.
and on..

WG;L,. ‘you become the't_:eaf\:.-yonrs,elf. -Linda?

I just found it extremely relaxing and e'njo{r—‘
'able. ‘ It was- relaxing and ijoyable.

How did you feel at the very beginning? Were
you able to really imagine the dancers? Yes‘? ¢

I had a complete tui.cture. They kept on

sg‘udent Hs.

' moving and every time a different beat came

in, the picture would ehange slightly until
between one m:l.nn'te gnd‘anoth "y the picture

wasn‘t the same.. But it was stﬁll it haa

the Bame qtialit:y, gmt the colors were always - '

ehanqing. _— . "

X thqught; that, li.ke, after yl anced
yourselt and joJ aat down and you, picture\d
youraelt danc:lhg, it was a fantastic feeling

because firat, :lt was reality and then, it

'lwu an image and M: vas really a terrific, b
. ro.dlly‘ different type of thing to do.




Student I: ﬁell,’-I found at 'the beginning,'when you
o . » ' . V . ~

R “?. “iskefl us to imagine, like, one person, -:I.ike-
\ * - I could really, imagine dancing. But, then, .

¢ v . after, when you said, a lot people were

dancing, I just, like, started dancing,
just plainly, you kndw, like, it wasn't

like, they were doing anything specia],

v
. .

Teacher: .Ba‘rbara? . P .

Student B: h I think the’ ihgense’was ‘80 great, like,
. . : ) .

<

" got’ into ypu, like, it, it gave you the

atmosphere. C .

’

p, .
Teacher: _’J__gkay, now, ‘when. y‘9u werd dancing, did -you-
' feel .self-conscious- at the beginning.
(. : . ' :
Class: Yes! . !

TeacHer: How long would §ou say it took wuntil it
;- . disagbeared? Carol? N

P

Student Es Well, I think, like, the first two 'song,s,

‘ like, I felt conscious of, like, of like,
maybe somebod'y vas watching, or, and then,

. I don't know. ‘the third piece, like, :lt made

L

St
-

T T

gD
>

X
eh

o,

me feel like I was the centre . o attg?\tion.

w

. That everybody was looking to me. SoI ...

T A
S T

s

"étudent;G. : The same thinq happened to me..
student J: "Yeah!. e

L} N

" .Teacher: Jdke you were on a atageﬂ liko you war«

pertominq? -




A o . /
J .

h C. Student T

- Y

, - . Teacher:
> - e

. Student K:

L]
2

et
's‘tuﬂent‘s :
Teacher:
) Students:

Teacher:

-Studentss ’

'l‘eacher:

‘o

' Teacher:

[ t N

student G

F
f
i

}

Well, I .di;ln't feé‘.l as J.f there-was" ahyore
néar me. It was like t'ot;al.blackness and . .
there was one white object there, and that - . |
was me. So 11ke. you know, 1 wasn® t self-

conscious at’ all. -

What about when you danlc.ed lwit,h a partnéi'?‘

What did you think about thgnt'? Esther?

It was hard 'bécausé there were three of us.

Yeah, I knoﬁ you were in an odd group. . .

Smeor{e else? Does: anybody have anyf:hxng to . (

say. t that? Did you prefer to dance with “’

a -partner or alone? - ' “'
* Alope. C 3 : .

Then, how aia you feel when I said, "Let qo"‘?, I
.Better. Relie‘f . reli'efb, relief. Free. T

Free? ' LT

!’eah. N v 4 5 ‘ | ’*
! Okay. vhat do you th:lnk about the whole idea? - m,‘.,r.%«‘{.
Were you able to forgét the whole idea that W kl

you were in school, and just concentrate on
the ... * | | |

L4 1

There vas a really strange thing. Did the L ‘;;:‘
‘bcu ever ring for lunch? I didm't hear it. p

e ol

it
sa,

G
o,
"

"

------ 2
and their talking? I thought we coul 't get: :
away from it. Esther, how cowe you danced 38""'- ..l

. \ e,

little? -




Student ‘K :

ki

N

- Teacher:

| '$tudén% K:

'
’

) ‘ " Teacher:

Student' F:

s Teapher:

7
Student L:

»

>

'Because I cot‘ldh't get into the mus:l.c. '

o X liked ito v ' c -V b » R ' rath
Okay. i .‘ T o |
I was more relaxed in the beginning than 1 o

'Yeah, that was difficult, but there was' * . . .}
« nothing much I could do 'about that.

-primitive and when there was, l:l.kev, the

'woul.d you have' proterrcd to have ~somothi

I only got #hto the,(the drum, you knw, :
“In - a -~ gadda - da - vida". -
And the others left you cold? .

nght, that s why I danced ‘to those » cCausge ..

‘was at the end. After the first half of the E ..

fir:st song, X was relaxed. ;But towards the ) .

end, when t‘he' door kept.on goinq cee . L T

~ .

P&t? SN
\k.

‘\u' N

Also, like, with the  sort of beat umaic, it, '— \\

t was natural. It was almost 'like -

ballet music, and everything, and it had
already started, you just hnd to dagce 'tq\ a

certain form.

1

longer. N

’ 0

-t
v P .
“ ; o

Wwell, what did-you think about"i:he music? ;, - -
lﬂtg
“In - a - gadda - da ~ vida" over and over o
and over, or the d:ltfarent type:? Joan? B




Tang vaare e 9o o
EATR S '.‘13:%\ <2 E} = -,

te

'.' . for every)music. < Like after a while, you'd

y . . :get bored with,"In - a - 'gadda - dg—k vida" o

S . and Just move your body the same way. Excebt,"
. ,the only thing was; like, when some of the
. ‘ . songs came on, they were play,ed three times
. o v| ‘ and I found it hard to keep on goinq e . . .
Teacher:’ wgll 7 most of them only played tm,ce cause |
’ :' I found that on&k wasn't enough and so I
g .. played it twice, and- there wagy only one . song.

]

¢ that was. thre/; times ’ that's cause I was

right near the end of the tape. So 1 just R

o R < let it repeat itself rather than bring in ST

sonathing entirely"new. Would you say, R

.o
i~ T

: -, ‘ basicallir, that was a good experienee?

e
B T Wy

g .Bhu@htia \ Yuh, it . was :eally gteat.
Teacher: ' Did you enjoy it? ' o - [
Students: !Cah. . ' L : /

- [I 4

S -weacher: . Would you uke more lessons of that sort?
* " Students: woex cer : .
L. L% . wmeachex: = o&ay; teke your 'bliiuifolda’ off. " ,

a
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" CLASS NUMBER. 3 - : - -
'S ) ST - . . | o « of
- Teacher: ° I'd like to know how- you felt'while allr - ., g
. , this was going one Just genqrally. what S
o - your feelings ‘and emot:ions were. . 0kay, Susan?
Student \A: It was ‘1ike a dream. - It was so stx‘afnge. )
V- ' ' S T
Student B: It felt very relaxing. . ‘ i
. K Teacher: \Julia? , S %
" Student €: I feld e/ry free., .. C : B g

>
R

: Teach’e:r: . She said''she félﬁ very free’ Anybody else? -- - .°

Vs bl
BN
3 Tipner’

O T,

: Okay, Marla? - e ' .

-
‘
A
~ e
“, SR
LT o
».«ﬁ;r A

Student b: .Well, .usually- when J':;danc,e in front of péoplo, .

, _'you/:' know, you, you want to know what the other
_ . ‘ . ) peOple Ehink ;bout." When everyoné's blind-"
| . . folded, it's uke, you know, you don't aven :
‘ \ care, you know . You just, !ou‘re frees .. t )
} ’ Tleache;:‘ . Weu, that was the iﬂea of the blindfolds, =
j . _0 o T so that you'd know nobody vas looking, —_—
| _ . < ) excgpt me, and I wasn't being cr:l.tical. N | -
L | Debbie? ' L A
;; | Student E: i I felt: like 1 was completoly alono whare o i
?L ona alse was, andﬂexcept for tt\t t‘.ims ¥ a N
"" C ' . b\mped into people, it was gxeat. Bvoryono S
; . _‘ N‘(‘ | k ’ everyona knew I wu t:he one who buapod ) "
| - ! , '- il then caule always sa.f.d, ‘:gpyry, . \,.:i

Student F: It was m:e you weré :I.xﬂa dittotont vbtlﬂ,
It wu just, i.t. vn lﬁﬂaﬂnp\ym me

N
St
1 -y




: - . .clouds -and ‘it was just’ so fanny. - | L .
& i_“ 3 .., - Teacher: . Anyone else? Okay, when you were lying ~on =~ 7 i )
. RO the floor, were you able to imagine the. - e
» o < ) .‘ thi.ngs i told yon to imagine? ST Lo
o Q\ _Students: - Yes. o S o %
A . .Teacher: - - What was it like? | L SR . '
. . . , K . 1 \ ‘ -, . - 4‘:‘
AN Student G:. It was ballet. . N \ SR
, Teacher:  Ballet?. Judy? ' .° o R L ,
g - . su;de'nf,‘r:; .1 just, I Aidn't want to just’ watch then.“P 1 S
| vanted to get up and dance also. R D )

, 'l?eaclpn Okay, did you bqye a‘ny trouble imagining the A
« . Lpopler - - - T
" students: . © No.. - ‘ o . [
1 Student D: ‘ I had prob].eml whqn they all got together /) . o
. . _N “\ B ‘cause they all bumped into each other. : .: »3., @
¥ teagl‘iefT ", You mean in your imaginqtion they bumped E ;
SOOI ) '1nto each other? : . . } :‘ :

" Student Dt I could linagine thn \one person better than - .
L | the twb and I can magixje the two better . o ' ‘,*«;.;

~ . 1

W
‘thm all of them. T, o o L

" o/\‘

'l'eacborz © . ¥hén, when you were told. to stand up. ‘a:d | -
> i - - ‘“ ’ dancg, were yox;ver; ;glf-eonscious at the - ¢ "f ;
B L bcgiuning? S T S N Do
.Sg};aiizt;a\ Yeah. . . ‘ )( SRS ST | | -

LF]
'

~

L) PR

. o . . .
- Teather: uow. ‘how. Long would you say i;-t: took you-to - .
‘ . qet ove: that?- _ , BT .
TN x;?‘s;.t',:pdj.‘iieﬁ%gsf’_\_;me nnd o: the f:lxnt song., -~ . . -0 o




‘ . y ; | ) .
LD ot . ‘
f of * . .
e ~ % )
Teacher: The end of the first song? Barbara? No?
‘ . LT ) Aboqt "ten minutes l.. ‘Well, uLto the first N Jf“
L . ' song. I guess. ~ s te
i ’ Student G: * -It was hard at the begi.nning ’cause . |
“ R imagined b party, rignt? ang, thah, T - e
, - ..*thought that evasryﬁody ‘would pe wall-flowers,
RN o exceptforme.'SothenIdi 'twam:tof K
ot * dance.. i .‘ ' o,
R Teacher: . Gail? , . o T ~
v ] . ‘Student;é:- Just when £t: started Just whe; you said, h .
o B LN B*é;;:ne stand @*,that'}rs the only time | ‘n".‘, e
' But then, after, when | |
. *, ) @, f we got up, “then, it didn't take ;at ‘all, any- - -~
, - T T R
” J ', ‘, % Teacher: ) . How q_ybq feel when you danced baéklto i:ack ,
‘ ‘. — 'with somx Yes Judiﬁh? . " ’
':_.v' V’_st_;.ddentl!:‘ Ididn't'aﬂ 1tbecause1wantodtonovaone .
) “ '"l“"i wa'yaﬁdtbepegsonmtedtomanoth;ezwhy.‘
L, . Student E: _ It was like he was swayi.ng at -the same: time. 1
i~ " sStudent'H:  Everybody 1 cpreted the msic differently
e 3 and I, I félt uke swaying reauy, really. far. \
o Well, I felt that ducingbymuum
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* ' Student J:

¢

I
IS .
&

.

T

Teacher:
,  Student D:
% 're,adlex’; |
Students:
Teacher: °

- M -y

- Student Ki

Marla? What -about you? ‘ .o
I liked it better alone because the other ‘

person was doing smnething els\e and you - p

" were all out of beat, and éverything, you

E
.

7

_ . S

km see - R . . -1 ‘ \,.7
C¢ ‘. ) .. / :
I feel,. th'at! li.ke, it was ‘strange but it SR
was a good feeling of the other person's: / -

body mvenent, you know. .
the*t M’o : ] ) * '
Bow d:ld you feel when I 8aid, "lLeave go"? -

That you felt

I felt alone. : A .

Alone? ' . s

,

Alone, yeah. Alone.

Okay, some of you really didn't dance. There
are qu:lte a pumber of .you. You know who you | .
are, who just stood at the side or sat

tlu.'ough\tha whole thing. - Does anybody who

was one the people just sitting quietly

»

want}: say why? Terry? g
“Yeah, veli okay, first of all, aome parts of
it I thopght was too much. “Like grooving to
tho music, you knLv like, I .really didn't
fcol like . danahq l:o parts Qf it.
tho slow mnic and stuff, I really
11 into it. =

ight, Julia?

B\lt ’ 'you, *



\ . N

Lo T , .
.Student C: Some music wants Ko make you get up and, |
! and just let yourself go;, and other musié,
you just want to lis 2n tb. .I;j.’e back and
listen to. p . i .
X : : Teacher: - It depends on the individual. Some people
like the slow music and some people really

went up on the ones with the more, sort of

.

AT . ' a hard beat. ‘ . -
[ ‘ ~  Student J: What, was ‘the “Eastern ona"'?' o . o
- i ’ Teacher: . The "AraBian 'l‘heme"? L S
: ' S.tuc'ien/t J:  Yeah. ) . o T g N _
, Teacher: " Yeah. 'l‘ell me, would you, have preferrc'd it -7

ifx had just, let's say, put on "In -a=- =

~gadda - da - vida' over and over and over?

¢ €

e Students: 'No'. ' ) . L R
T | Teacher: " No, then it negg—led'aome variety, &h? _ B . ‘
ﬁ‘; . Student E: I didn't like it as wéll. . o .‘ “
t"“z'v . Student 3: oI do. | ., | \ s
. Teacher: - Well, then, that's gonna be Vare o | -,
RN Student F: " Almost every song I could get a ditfmnt i

~ ’ PR

nationality. . ' ' R
_Well, that was the idea and that'l hov !.t
was chosen. - Daua?
Student Lt I didn't feel wm dancinq m it.‘\ B

Téacher:




R Student L:

Teacher H

fo

~
. -
- 7 -
Teacher:
Student K:
’
¥ Teacher:
if"‘ RN
Ay Student M:
& .
i N .
*
' Student: Ls
e R 4 -
e : Student K:
LY
FE -
9\1 {" ' ‘\ . . -
: 5 . - ‘4 ) " .
238 kel s . N i . ‘~
L W’» .

hYeah, I co

X didn't know what to do I felt tex‘rihle. )

Yeah, but just to listen. I was in a ... -

lost in my imagination, sort of.

Airight, could 'you, _you said you could feel

the music anyway. Could you feel movement .

even ?ough you weren't actlvely mov:.ng? '
‘ inagine it.
Yeah, okay, that's fine. Arybody else?

’

Terry?

Yeah, after each piece of music I felt

\

completely lost, you know, ‘cause like when

you started a new one, I was, like, idst.

It took you a wh:l.le to get into it? , - v
Yeah. °~ : ; ~ ,' ‘
Nell, when I vas dancing and then, like, you. E
hear the clapping, it feels like it's so far -  i%
awvay from you, 11];0, I felt, that I was in ! E %
.one corner and éveryone élae. was like, °1::
another corner, tdgether.' o o
I liked the clapping ’
No, the clapping. wasn't good because the = . . ;
clapping made you. rean:e that there were all ,
other peOple akfound you, and without the ' %
_clapping it scelsd li.ke cee ' I

.with some people it's :lntaresung. Some. .3

' pooph like it and gsome people ,up Lfeen“ng




2 | ) R
"~
. /
' ’ 2 ‘ o ‘l . . s
, altogether ... Barbara? = ' -“’,’ )
¢ ( . : ) ) - .
‘ Student N: |, Yeah, well when I washdancing, like,
' . \ | wouldn't dance ‘cause I was either tired or’
Lﬁ 3 becaube I just wanted to listen to the music. ‘
5‘u : _ Teacher: But could you feel the music anyway? S
- . ' Stu?ent N: Yeah. - _ ' , S
f Teacher: Alright, Barbara. o ‘
cw o Student N: Everybody said they were relaxed. But I ,
- . w&sn't, it'h'because I was so tight and T . SR
" \ -
, was dizzy, so I conldn't make myself stop I
L ' Teacher: You just kept whirling, ‘and Nina, uhat about . i
3 ‘ you? T ' N \\»: ' . .:;'
= " Student O: I felt dry.- Co - B

= Teacher: : Dry?: 1B o NS -

v Student M: Me too. ' Ce C Ca .;;';

Teacher: | Dry? You mean 1ike tﬂtraty? BN 3 ‘
R - S

Students: Yeah. /) ‘ : T L LT

b !
Teacher: . Is it the

WStudent-O:' Yes, I'm dying.

. 2é§cher; Wbuldukou say gbat coe ub, no, 0, not hort, JQL
. die out in the hall, latet. ﬂbnid you'tly that
. basically it.was a positivn e:purienoa? o
S Studentss .- Yeah. . . S

Teacher: ,Okay. A . j~"7 o ‘ﬁ_if:‘”

i . Student.D: . ‘It was very dufmnt, e
' That vas ttm 1"”0 i

Teachegi

'y
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%

PAINTINGS - PRINTS USED

a

&

- <

.  Balla, Gigcomoy— Dog on a Leash, ls}a\or Leash. in uptibn .
- , ~ Little Girl Running on_the Balcony, 1919

Bocciohi, uﬁbexto - The Cit Risés; 1910-11, The Charge of
_ . the. Lancers - ot .in the Gallery, BM

S T ol P el R N Yy

- Breugel.- The Blind Leading.the Blind, 1568 - The Peasant
A Pance, 1568

Burne-Jones ~ The Golden Stairs, 1880

f

‘Carra, Carlo - What the Tram Said to Me, 1911

. Déigcroix - i.iberty Leading the Pecpie, 1830 - .
» _‘ belgunay, _Robert - '.l'hg Hen'age des Cochons, 1910-1912

-

Duoha‘mp, Marcel - Nude Descending a S't;ircase,' ‘NOW 2. 1912

Gericault -~ Raft of the Medusa, 1818 .
'Gi:oiz.' Gubx:ge' - The Funeral of the Poet Panizza
R |

a

- Leger, Fernand - Soldiers Plaving Cards

.. Rubens;- Pa;:or Paul‘ - The Defeat of Sennacherib,
R - e's ernment, 1

~ Severini, Gino - 'l'h/e Charge, 1914 ‘,

[ ‘ o ‘ ‘ . } ,
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-
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LN i : ’
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DRAWINGS

.

Corneille, Cornelis van Beverloo .- Speed, 1955
Hofmann, Hans - Untitled Drawi 4, 1948

RS

° Kollwitz, Kathe - Death Reaches into a Groqp of ghildren,

.

Lebrun, Rico - Running Woman with Child, 1948

Schiele, Egon'—' Boy in a Striped Shirt

SCULPTURES

*

.

\Bémini, Gian]:oi'enzo - David, 1624 -1 Apollo andi Dagh'ne, 1624

Boccioni, Umberto.- Unique Forms of Continuity in-Space, 1913
Brancusi - Bird, 1940 ‘
- BIrd in Space, 1925

Coysevox, Antoine - Marie Adelaide de Savoie as D:lana, 1710
Lambert -~ Sigisbert, Adan Pranetheus, 1767

zadkine - thmnt c%gaﬁgg the lfeatructibn og_

4

'l'he Winged Victog— CIRCA 190 B.C.

The Borghese Warrior - Greek o 20d. cent.m:y

'




. ApPENDIXD . -
e ) R s
- o ' POETRY ‘ .
STUDENT A Black ...The rivers of my.drms, and legs,
. and face, and teeth, merge in the vast
= | reservoir deep within depths of ...black

Spilling over.and flowifig into _the myriad
: .crevices of my mind ...\Long fingers of black |

_— giving way to light ---Bright, brighter, ' S

. bunding' STOP- . . M . : : “g

. ) * Withdraving slowly, slowly, ebbing out Y
o I move, I touch, COLD, black shrinks into L

. - - gra g .

t o o Bending into a unified mass, black slowly s
‘. returns ,bﬂ:koding the rivers, darker, darker . -

. STUDEWT B The Runner - .

, - The runner, : :
w7 .. ... .~ reaching forward, -
' _' . pushing ahead. .
S What is he running for? - SN
: e gut 1:£hia goal? £ ni dened b g
Cee e 8w tnov?nto 8 harde legs,

R "His head puls _ s

v e G . with the eonltant beat : : L
Lo T T ‘a_‘ . . of his running feet. - X
R “; zm:gy flows w:lthin his body : . B

. he h abla to perform. - , :
: free
&. and mtuched t.o ‘the rest of the world. ok
Noving on 'in his own time ‘ -
.He: is pushing !orvard, ) o : ¥

So fast "
that not the whole world can keep

- hardly on’ the ground,
bnmyhh elnnr:. ) , ‘ Co S
uum L BET.




R
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STUDENT C CAUGHT INSIDE S ' ,
' ‘A WEB OF MADNESS ' Coen
, A I-CAN'T TELL IF IT'S ’ PO
' : . HAPPINESS OR SADNESS .
Co I'M GIVING YOU ) co L R
MY FRIGHTENED HAND ° : ' Y
., TAKE IT FROM ME - ' : e ,
. . . - NOW STOP ME : .
~ o _ IF.YOU.CAN, . \

STUDENT D - A burst of strength '
' . suyged through every- vein, :

Pulsating with hot intensity -

A " pounding against flesh _ S
Beating, beating .... st ’ T
‘ V4 Never to escape . o
: o But t8 be bound to etexmity

As writhing movement S
-Surpressed by silver solitude. , :

. \' . ’ . ’ ' ' . B .
SPTDENT E my eyes F ST IV oy .
' strained shut. agaihpt\ths mqu.e,‘ mvr‘- ER
i

o throbbi

o © and the. heat of the"1

. -singeing my lids. CL , , .y

N . yet I sme the dancera . N

| S flashing ' L
’ throuqhthegreenandtha rad. ‘ S

- .
4 . <

qht- S ) . lt -

™

STUDENT F . ‘Black and aoutary ) .
o Music gradually enveloping. the body I -oum
i : - . : Absence of hos l:lty
S " . The freedom I've never: known.
Lo S od or vu.d
. ' No longer in hiding
’ L My mind- escapu H.kc X child




knotted"

. contort

reel

bend, flow along the 1n£inite avenue of life.

1

“Movement"”

The room was black ...the music reached my
ears ...the music reached ny body...the
music controlled my body.
I bent down...I stretched out...I was a tree
blown by the wind...I was a ripple in the
water. . .
I was" a bird flying in the sky...my body was
free to express itself...I was allowed to do
vhat I pleased...I was only 1n this worlad
for a lhitad time. h
A .
Witk lithesome. grace the dancers lose
© themselves
- in their movements.
scurving. softly, .
the puted .colours melt and moet
y to bleénd \
and reflect back in symmetry
the dancer's style ...

A

' tred:nuy
like a broken puppet

ke

gy
;«:?w "

many spot nghts .

N
nite
25 i

:I. lou nyult
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STUDENT K

’

’ . »

.Moving to the sound
) 3

Rockinq
Rhythmic
Throbbing
Beating drums.-
Swayi.ng lightly.
Gently turning.’
Twirling
Whirling
Reaching Up.
Breaking free.
Unrestricted,

.Unrestrained.

Far removed
From the world.

\
.

' The strong sound of t“he dnmbeat
pushed imu slowly into my head

. I:n:aneg unooﬂx::i:gcly gm:q:b:e ‘1
tapp my inger’ 8 on oor in 0 t
2> As I realised the urge to stand;
I cautiously raised off the floox*
I became immediately selfrconscious
After a time this tuung terminated.
inhaled the aroma of incense. -
: elt freer thah ever before.:
; xt be ‘increasingly
f£ficult to think
As the m:lc ‘
imbedded
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Oné, student ‘chose to write a prose description.

N
. . g . ¢

N\ ' ' .

. . , - ) ' N & -
e . " & \"*The lumingscent lamp beamed thick
. highways of} light onto’.the poster. Struck by
. waves.of brightness, the-multi-coloured collage )
* - of Day-glo images began revolving slowly, s
writhing and.twisting, reeling and spinning, ~ y
snaking int6 animation.: Colours, leaping into .space, :
burning through spectrums of rainbowed
., molecules, splattered into rotating patterns of
- cut~glass reflections. Rotatio ‘quickened, twirling .
. geadlously into windmills of flashing embroidery,
‘L whirling; propelling, catapulting sedulously in lively .
' &' acceleration. Suddenly clashing, the many-hued ‘
pathways of brilliancy collided in a climax of : '

" horrendous violence- then shatter and came : .

"' to a standstill. Someone had shot off the light. . :

. A " *

. . .
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