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ABSTRACT

A Documentation and Interpretation of Foﬁr Children’s Art
Serials Within the Lived Experience of a Pedagogical Dialogue

Nancy Retallack-Lambert, Ph.D.
Concordia University, 1988,

&

This study is motivated by two questions: (1) a question

.about child art -t’ylo-—-.what varidly of child art style can

"

be idehtified!and (2) how to research rigorpully‘and
productivx}y an activity as oémplox an? contextually~grounded
as early éhildhooﬂ artf:tic'dovolopment,'Tho;mothodSIOgy
Qdoptod is called documentation. This i« dcéihed as direct
observation of a limit;d number of cases over a long period of
tim; in their life-world situations. Four children were chosen
on tLG basis of their djversity from“thi‘lkrgof group of
kindergarten children wgo kad sogﬁ“obcdrvcd weekly for three
and a half yca?s. Description and intorpfotatiogvoﬁ their art
makiég'ic Enformed by the art toachiric undo£;tanding ?f the
t.achiné’lituatibnl. fho data is pr.a;ntod in nine accounts
describing the lived experiences of art making for a teacher

who wants to undor;tand’cach of four children, , L

Key dimensions of each child’s work are then distilled

" out of the ‘accounts providing a matrix for tentative

definitions of the four 1nd1vidu&i”ﬁrt styles, The researcher
concludes by r’—addrtf;ihg theoretical andvidoologica}-
concerns raized at the outset and proposing some implications
of this thesis and fll f{ndinga for furthor’inquiryiihto

children’s art processes,. ' ' S .

~
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¢ PREFACE
" This ptigétibn began inconspicuously, I%,"" nudged ..

P
.

into fruition by tbme“unJSionl tﬁat haunted me .in 1979, These .

questions related to my work in art .ducation and they eluded

kN o v

easy explanation,
At that time, my tasks as an art educator called for me
to. work in two different functions within our educational

-

system. As an employee of ého provincial government, I was
responsible for :;o evaluatiov and the follow-up of a
programme of research propotals initiated by the Ministry of
Education of the province of Quehoc A budgot had been mado
avaxlablg to the school boards to oncourigo them to improve
the teaching of the a;ts in their elementary schools by doing
school-b;lod arts education research. M;“;ole was to gﬁo:ioo
the evaluation of the research proposall and also the
attribution of pdrtlon: of tho research budget to the school

boards according to what was thought would lead to better

teaching of the arts, In tho procaess of analyzing the
proposals and then working wzth the teams of -people who were
aa:ociqt.d with the projects, I found myself asking these
§ﬁeséions: Why were thor; no examples in the.art oducatioé

literature oﬁ_yhat~individu;1 sarly childhood development in

the arts looked like? Where were the contemporary expressions

of art teachers who had vorko@ with children over long.poriodtl

k.

of time ana who had an understanding of the arts education )

situation? What would happen if the many projects vhich

iﬁpliod that arts education was a matter of teaching and
L a .

)

-

L




' their liﬂo?, as thoy seamed to be trying to retél;o formal

N

2

. learning specific techniques were modified so'that the child

\was con;ide;ed toibemmore iﬁportant than thf techniques'wh{ch
were being tanht? How could, child-centred research in arts
education be catried'out in the sotting’of achools?

In my‘locondlfunct}on, I worked az an instructor in a
*

teacher education programme and often observed and helpéd

students dﬁ?ing'thei:;itactice teaching, I tpent‘time in ﬁany

-different classrooms and cqulﬂ':ee that in spite of the

absence of ntructﬁred art teaching, quite a 1ot of art making

" was going on. One day, for examfle, while ﬁ‘lping a student

teacher qnd the classroom teacher tidy up after the lag§ of a
.group‘;f kiﬂdergarfen children had left, I\fdund myself
smoothing oﬁf crympled lcrap‘ of ?aper Fescued from Ehe ' .
wastebasket. They saowédmpnfiniahed drawings of'peoplé,
animals, trees and vehicles aﬁd they had gll been done outside
the aéhedulhd cla:sro@m qctivities.:i was ingerested in these
rejected graphic fonderingg, for in them I saw an eloquent
textimony to focused attempts at translating the invisible
into the vzsible. The abandoned drawings leﬁped to me to
reflect ltruggloh to achhove latxtfactory imdges and the
efforts I saw here were of the same quality as that which is
q.nc;tlly associated with the croat1v$ processes of maturo ’
artigf-:,ézwt; toqdﬁﬁdkby the childten‘t'in;onso processes of

trial andiofror'as~they tried to obtain the correct curves 'in K

1 ¢
. 1

Y ¢

probloms luCh as the rblationshiéi betwiéen shapes -on surfaces '
. . 'A\‘ 3 , .; . - B
and as thny triod’to arrﬂve at aitisfagtorylrdlétibn:h{pé

T

-

botw.on panczlz, z;‘%yol and p;pcr./
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represent their relatzonsh1ps with the world. Why was this

.traditionally centrod upon finished products?

my' own young 'children had done that day into indiviaual ] 1

. 3 S
The learning which was evident.in the scraps of paper-was )

of a different kind than the ledrning which was*evident in the

carefully coloured stencils displayed arcund the classroom. It

L]

was 1888 conventional and I saw in it focused mental and/

[

emotional energy. The quality of the children’s intention was

evident to me ih the way the children emphasized particular
aspécts an®™uwaed lines‘of varying intensgity, in their
overlaying and crossing out of details while tryinghto render
complex ideas and in their frequent choices of themes which .

»

dealt with love, hate, death, fear and éourigo.

-

A

That evening at hoﬁe I was still thinking about the ( '
scraps of paﬁ;ff I wondered-about the chiidrin“a‘ongoing way

: . . , \
of coming to grips with the world by é}ﬁing marks wiMc

r

agspect of the arglstzc process, that is, ‘the ltrugglo, theﬂ'

‘working and the reworking of jdeas,. not found'in the art S
N :

education literaturo? Why had nb one ever undertaken the
Long—term study of individual stylo in child art? How could
thxs be included in a body of literaturo which has

These éuottions were pr.oécupying me as I methodically

sorted, datod and placed the scribbles and simple nrtwork that

portfolios. The chronologically-prganizod portfolio- vere

{mportant to me,. bo&;uio I knew that the main artistic choices

—y

had been madq by the chfldron and therefore 1 could think -of

oach of my ch11dron as being a beginning Arti:t My long-term ¢ -

collecting of their work had given me an un@prltanding of - the
? — ) 1 -



,
0 ‘ \
:

quality of individual variation in tho narial: and of the
relative importanco of difforont thomos” matorzals, toohniquos
and CIIP of different cognitiVQ attitudo: such as playfulnossq
reverie:and logic for sach of the chii&rin The cumulative

portfolios suddenly leemod to provido a good way to collect

matormal in a clasxroom to show others what had always been of T

~

such interest to me.
- &
The outline of a- proJoct to doal with, both the questxons

rolated to research and the questions. rolated to ttyle in

LI

child art began to emerge. The proJect was to study the early
1nd1v1du41 artistic development of a group of school chzldren .
in a :cttxng organized for art makzng: I would act as both art

teacher and ihquzrer and in thls way could be sure that the

12

teaching qu.quf1c1ent1y child-centred and.przanted toward .

porsonal artistic. exprec:ion. Tho‘qhildren’r terials would be

gathercd over an oxtonded length of tzmo and then analyzed to

d.tormino tho unxquo and coharont*gtylo of - oach Ohlld

4
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« " “CHAPTER %NE .
- INTRODUCTION - —~
. v ggntral Themes of the Thesis"

I3

AThe idea to document the phenomenon of Chlld art as a

process has grown and evolved 1nto the present study Two basic

’quest1on§ mot1vated the 1nvestlgatlon. The flrst was, what

Tt -

sty11stic differences w111 be noticed in- the ways that children

"make,art if they are encouraged to make their own choices and if

they are- followed over an extended period of time? I wanted to ’

°

better understand the quaiity of diversity in.children’s art

processes -as these indicated individual identit;es. ‘ .

The sécond was, whaf is the best ebproach for researching

k]

rlgorously and product1Vely an activity as complex, intractiblei

¢
N

and multl d1mens10na1 as art maklng, an act1v1ty composed- of

‘1nterrelated affectzve; cognltlve, soc1a1 and physlcal factors?

Thus, it was also ‘the search flor a method by whlch T could

disclose that sty11st1c d;stlnqtiveneks, 80 that it would ‘be

-~
0

accessible to art teachers, _ .

-

Whlle the purpose of the study was to lnvestxgatefthe"

—

qua11ty of ' the young chlld's art maklng, in order to accqmplish
thls, it was nécessary to s1mu1taneously “tadkle the }arger - -

concern of how to research the creative development offchildren.
An 1mportant aub*theme of the theals thus became the

k L]
cons1derat1on of the choxces which I, as art tenchor and ’

'

researche:, made in the pProcess of documentxng the child art.

4 i




Preparing the Study

'Tredjrionally in a dissertation, the first chapter, which

B
! 3

sets forth the overall scope and directioﬂvgf the particular

: inVeséigatlon, also includes a llterature review of the research
!
Y

‘and theory that have generated and culmlnated 1n the current
study. In the area of early chlldhood artlstlc development

there are two problems in fulfilling this task.

One, as is often mentioned in discussions’ in research !

‘ journals (Erickson, (Note 125 DiBlasio,'(Note.2);"Lachapelle,

—

_(Note 3)), ﬁaﬁy researohers and theorists consider thaf the

field of arr education-is ip a pre-paradigmatic state;:For
_éxample, Wieder (Note 4;)l'poix‘1£ec’l out that 'st:'yle in childhood art .
has fnot yet’been rracedlto’its developmental origfns”; In sucb '
a preparadigmatic field, reseerchers,do not create studles or l

@eti?e hypotheeee.in a cumulative Qaj, becauee the‘problems.they

'face‘have yet to be traneﬁormed into normal-science puzzlee. A

s

lllterature rev1ew would therefore be comprised of b1t§ and

i

fpleces from this and that research project., rather arbltraraly
':l1nked one to the other. The problem‘of syntweéizing suoh

,meterlal is that there are many methodolog1cal d1sagreements,

the areas Under study are unclearly de11m1ted and the small body -
of reseatch which focuses on developmental issues has not been

found relevant by curriculum éesigners.'However,‘later.in this
! , Yo ' “re . . '~

chepter I will examine the work of soﬁe art educetors who
represent exceptxons and who therefore provided me wlth models

¥ RN * ,

upou which to buzld my reseeroh epproach

]

Secondly, and as C11fford Geertz ,8ays of cultural

T
r

anthropology, to a- large extent research in chlldhood art-mek1ng~

N “
+ - . o ).

R ] .- !



'dlstlnctlons among researchers of the phenomenon of child art,

S

is not an experimental field in search of law, but an
;nterpre}jve one.in:search of meaning.'If.is explication {Not e
S). Thas, studies‘do not build on other studies in the sense of
trying to compiete what the.previous study left out,‘but rather
'better inforﬁed ahd better conceptualized, they ﬁlunge more \
deeply into the same %hings“.fIn child artlstyle and
development, it is accurate to speak of current work as such-
re—enhering of the same territory. Just as Geertz further claims
that preliminaryAprogresslin sueh }esearch id ma;ked less'by “a

perfecﬁion in concensus" than by a ”fefinement of the debate',

("What gets better is the precision with which we vex each

other“), my readlng of the 11terature p01nted to the- 1deolog1ca1

The fleld of art educatlon has begun to take the netion of

:

the creatlve process serlodsly and is only now on the threshold
of applying the notion of process to its,own reaearch ‘ : , :

enterprise, Indeed, Beittel’s 1973 manifesto in favaur of a new

pr— 1 \

approach to art education research marked the first eystematic

‘effort‘to point out the dangers to .the field inamaintaininé a

+

rigiaky positivistic affitude (Note:6) My consideration of the

literature wzll thus take the form of a closer look at those in

the f1e1d wh5 have been remarkable for their conv1ct10n that art

¢ B t N L4

1n~educat10n ﬁs procesx and who have, by their examples as ) ‘

{ ;
teachers and researchers, prov1ded me w1th 1magel of -practice '

grounded in theory. I w111 analyze their studxaz from the

pefapect1ve of how I loqk at art education and how I concelve of

’the important quest1ons faclng the field and informing my

research.

f
;€ , , ! . N
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,conceiving of and responding to the child.

teacher 1n oq?er to avoid gstereotyped art maklng (Cane (Note 7); /

h)

Since I believe that the requisite of. géod teaching is

1,

tespona1veness to the ch11d and that thls is the basls upon

which art education,-as an 1deology, exigts, the examples I have’
} . .
chosen to feocus upon all represent different ways of perceiving,

A

L3

¥

=

s , Ihzg_ Bodle 8 _of Wor

Which have_ Bridged the_g_gw§_~gggg Theory and Practice . veg

bentral to the process of this ihquiry-is the ;otion that
the teacher’ 8 respon81veness to ‘the chlld is .an important factot
in the ch11&'s artistic deveiopment and in the teacher 8 ability
to identify the chlld‘s artistic style. While_the early ‘
llterature 1n the fleld of art educatlon 1ﬂh11ed that there

should be a qualltatlve exchange between the child and the art . ;

s

Cole, (Note 8), De Francesco, (Note 9), Johnstone, (Note 10) ; ' S/
Richardson, (Note 11)), the nature of a pedagoglcal dialogue ///
which could achieve tnxgryaq.not explained. I wlllgexamzne_hete
three we}l~kanh art educ;torg wﬁo discuss and exemplify the/
isstue of responsivenegs: Henry«Schaefer—Sinmern, Victor . .
Lewenfeld .and Kenneth Beittel, I will point to both the

contr;butxons and the lzmltatlons of each person’s work, as

'understood in terms of what an art teacher can know about the

C i a N
-tudent's art process. Each of these - art educators had a

t
-,

distinct point of view on art educatxon‘and-each discussed the

‘student "artist and the teaching of .art in a personal -way.

'Henry Schaefer-Simmern

P

Schaefer-Simmern (Note'}ZZ emphasized the importance of the

b ) -
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g#acher being immersed ' in the on-going art processez of his/her

. /gtudents. He said that only by‘developiﬁg an empathdt;c

-

}dentification with an individual way of meking art can the
teacher teach adequately. Since his groups ég s£udentl wvere vofy
small (seldom more than five or si% at’a time), he cultivated a
method of nurturance which concentrated upon reading the LN
d1rect1on of his student’s 1mage—ﬁ$k1ng, propos1ng an expans1on

of that person’s theme in personally appealihg art materlals and
insisting that whenever subject maﬁtgr was changed, the ﬁew'
subject be derived from the previodh one He believ;d 80

strongly in the necessary unfoIdlng of artistic tendenc1es that

he apparently was not dlsmayed that his saqﬁles looked amazingly
!
alike, Apart from the choice of theme which,\gccording to

Scﬁﬁefer—Simmern, must. always be figurative, thp:art ser}als
are, in terms of expression and form, very predictable (Note -

13)». What is most clearly seen is a gertﬁin-'

? o !

historically-situated, West-European ﬁftitude toward art .and

< -

craft.

Schaefer-Simmern upheld a theory.of art e&ucation=whﬁch was

drawn from the ideas of hissﬁeacher'Gustaf Britscﬁ. He smaw the

T

actual structurq}bf'drawinés as being determined, invariant iq§," ¥
universal. He believed that whéther one begins drawing at two or

Cat twenty, the same'§$é§§ in fﬁe.growtﬁ:bf the image-making-
\ability will be evideyf; provided that o;d Ais tcc;§; gd d%ny%ng
.materials and is not pushed into the activity of dridiﬁg‘}Note
w. - C | - |

»

While there is general support for the i&ea of a* comtwhat -

invariant drawing process (at- least at the very beginnihg of

Y . o N . )
% . P . . ’
- . , B
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artistic develoﬁg;et) (Note 15), as well as for the idea ° that

an art-making situation which has the ambition of being ‘

-

pedagogical must systqpatlcally support the expresslve needs of ¥

both the teacher and the student in the, 81tuat10n, ’ ,;?

Schaefer-Simmern’s art educatlon theory presents a probIEm.det

enly is there an ambiguity of intentibn'(éhat of teaching art

v LY

acgor&ing to a certain understanding of how this happens _ oo

.

naturally), but also a contradiction between the objectives (art °

-«

» - making) andtthe‘means (teaching) . That is, art making is ;, B

art ‘and by %hich he cbuld teach. I belieee, therefore, that f@e :
~unfolding of artistic actieity as, Schaefer-Simmern demonstrated
it, was hi;Lly determined:by thq:protected natuge'of the‘.
art-makiqgifituetio;s, gy the intimacy of the small groups and
also by the rele;iQely'mature ages of the participants in his
*k;;rgéhope’(Noge 16) .- ‘

When we consiqef that Schaefer-Simmern’s boek contains what
mey well be the firet'published'documentation of individuel art
educatipn serials (as opbosed to art therapy serials) it is
helpfjil to remember that he was'teaching amall érgups of
hlghly mot1vated adults at a tlme when the social importance of
art was well accepted His work provzded one unxque earratlve of
%ersonal experience in the art room and wag important beqause it
opened the way for other prac€§£ionerg~tq overeome the,”

theory-practice dichotomy. It‘provided a timely'and much

appreciated documentation of art eaucation work.

- i
- B

%
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Viktor Lowenfeld t . N
Lowenfeld s/g;;txng atso tncluds? some snd1catisns as to
how he thought the teacher could guide the artistic development

‘of the child. Unlike Séhaefer-Simmern,.yho illustrated his books

with examples oE nalve adult art, towenfeld’s populgr téscher

)
textbook Creatzve and Mental Growth, which was published in

seven ed1t1ons between 1948 and 1982 (Note 16), addressed the

classrobm gituation and included examples ‘of - chlldren 8 art

whlch(jemonstrated developmental stages and also pergeptual;
- 'y «

fypes. These categorizations were obviously impo}tant to -

LIV N

Lowenfeld’s understanding of childhood artistic growth. :They

informed the suggestions he gave teachers as to how to become

more responsive to children making art. ) .8
.In Lowenfeld’s words, ‘'the teacher must behave in a ‘warm -
. . .

friendly way; must provide an atmosphere conducive to
inyenti%ehess and exploration gs-welT as production in art. ‘A
pspr:art teacher might'bs worse than no art te;cher'at all"’
(Note 17), He wrote at' length. about the nece881ty of the teacher
" 1dent1fy1ng with the chlldren and he insisted that teachers who
know how to support and encourage children in their ind1v1dual
modes of expression and who-learn to exﬁend the fraﬁeﬁof

. Y
reference sufficiently so that each child has to stretch

slightly, make better art teqchers than do competent artists,
Lowenfeld pute forth an idyllic human relationship where
response is just enough snd not too much since (in"Lowenfeld’s

words) ''every dra@ing or painting becomes a natural means of the,

TR °

younggtef's‘extending his own.frame of reference' (thp 18) . The

)
k] 1
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problem with this view is that{teqching'art‘is not as easy as
) S s

,th;t and Lowenfeld had ndt taken into c&nsidefation the basic

LV ! s

;asymmétfy of the teacher-child relationship. Since his vision_ of’

M

‘ . N — . Lo L
the function of art in general education included the making of

art as a means to happy, self-directed social integration, the

——

messgge that teachers received was that with little active
participati&ghf{om them, b} their simply responding to a need on
'thefp;;t og the child, good art teaching in the classroom cou{d
be Aépomplished. All emphasis was placed on the child, the

shild's emotions and motivations, and this corresponded to what

‘many teachers warnted to know about, The implication that the

-
4

~unprepared as they were to éﬁter the art dialogue themselves. _

child’s meaning would be-evident to the teacher was An enormous

' ‘presumption, considering that Lowenfeld %lacea little importance

on the artigtic preparation of the'teacher, préferfing instead
to héveifaith in the humanistic qualities of the teacher.
Lowenfeld, in accordance with thé educational needs of the

time within which he was wbrking, was trying to change the

authoritarian tradition of teaching by encouraging teachers to

simply provi@e children with art materials and follow them in'

¥

their individual quests, This was demanding a great deal of.

-,

non-specialized teacb;rs and one can wonder about the

motixations‘and~the desires of the classroom teacher# (upon whom

fell most of the respongibility for applyiné Lowenfeld’s ideas),
? ’ e

His theory required that classroom teachers, whdywér& expected’

to be directive and controlling in other teaching tasks,

suddenly becohe, during the art period, patient, sensitive and .

respdnsive to the ¢hild. .

“ o
. . 4 "\
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Baggd upon my experience workinmy with classroom teachers, I
believe that teachers understand that t quality of their

workaday lifg is largelz determined by the quality of their .
w et & ) :;3“
relationship with the qh@%dren in their group., As I see it,

- AN .
AT

Lowenfeld’s book gave them some.hqpe that indeed they could be

-~ ——

in a sincere and rewarding way. That is, most classroom teachers

want to include art in their teaching since art in our society
is held to be of intrinsic value and they recognize its

A ~ -
educative, value,

P
-~

Alfhougﬁ Lowenfeld’s laissez-fairism, which he always . ’

—— e e e -

defended on the grounds. of democraé&, was roundly\c:itic‘&aﬁ by
tbe Brunerian curriculum planners on the grounds of its
ambivalence‘regarding'cugriculum planning and evaluation, thh.
fact thathhis book is\still,‘after foty years, the q‘§t poular
textbook for teachers (Note 19) I view as an affirmation of the

classroom teacher’s indomitable belief thal qualitative'

’

co-existence between teacher and children,is possible. However,-

Lowenfeld’s pIEa for responsiveness was easy prey for ‘the

hard-minded bupriculum planners who had no-froublg gshowing that
the vague ;ge—stage guide to understahding graphic development
and the rﬁle—of-thamb haptic and visﬁal typologies which were
‘intended as general gqi@es to pragﬁice would become a set of _

hard and fast rules when placed in the institutional setting
“ T

(Noﬁe 20) , , . - \

Witﬁ Lowenfeld,-we'are agai; confronted with one paerson’s

experience and one person’s vision, Unfortunatﬁly, hisg work was

interpreted as a definitive argument instead of what it was, an-

¥

application of one talented and iﬁpassioned art educator’s

13
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experience onto the complex reality of general education,

iowenfeld's stages and types were intended to be devic:; by
whinh a teacher woul&&have access to the indi¥idual art process,
but they ended up inte;fering in the child-teacher dialogue.
They interfered because genéfal rules \about child art, whiéh
were intended to help teachers identify artistic behav%?ur,
posited behavViour as separate from the teacher and at a distance

from the teacher. Such remarks in the literature as

Art teachers and others interested in the education and well
being of young people must take more seriously than they have,
what I shall call the structure of affect...the dynamic forms of
feeling expressed by youth today. Feelings activate behaviors
that result in the making of works of art and in furn arouse
feelings (Note 21) ., .

o

?

evoke a kind of cause and effect chain and put teachers in the
v ) .

position of tryimg to understand how the mechanism works, then

attempting to apply a rational solution to a rational problem,

From my experience working with student teachers and classroom’

teachers I have learned that teachers faced with.such proposals

.

gdre at first intimidated, then baffled; they then become
indifferent or worse, Such proposals imply distance of the

teacher from the child as well as of éhe child from the

3

4
educational material and of the art gducator from the teacher.

\

Behaviours are conceived as being somehow separate from the

person; they are observable, énalyzable, usable, From my point
: -

.~ of view, such'a focus is the antithesis of the pedagogical

<

meeting.
b
1

gggggih'Beiftel

?

Kenneth Beittel, in many ways; cdntinued the projects of

L4

A
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both Schaefer-Simmern and Lowenfeld. All three inquirers

. approached art teaching as a metaphor for being itself, az a

k)
%

profound and living dialogue with otherness. The distinction
between the two just discussed and Beittel is that Lowenfeld and
rSchaefer-—Simmern'accepted certain universal characteristics of
a;t—mgking?”ga h as perceptual types (visual and haptic),
cognitive types (synthetic and analytic) and the necessary
phases of learning to draw during the initial stages oﬁ their
investigations whileiBeittel didn’t. The presumption of‘all
three, however, is that art making is as basic an activity as is
language and that a nurturing environment is necessary for
artists to develop beyond primitive image making.

Another difference in Beittel’s approach is th#t he was

A

much more aware of his own intrusion in ,the’art making gituation

) 4 ,

and went 'to great lengths to make himself as invisible as
possible. He\d d this, first, by adopting methodologieg such as
taking time—lap e photographs of art student’s drawing processes
to avoid unnece%sary “Eontaminatiop”, and later, by accepting
the influenee of the artist—-student by the arfist—{:acher. At
that point, he elaborated a pfocéss within the tradition of
pPhenomenology which would perﬁit him to remain q}oae to the flow
of consciousness of his artist-students. He believed that art I
education has nothing to teach Eécause it knows nothﬁﬂq about\ . //
the intéhfions of children while thg; make art. Thu:,xhia
project, which was worked out with adultlartiat; within the
confines of a specially designed drawing 1abor§t9ry (Note 22)

was an attempt to come to an understanding of artistic

.intentionality. Key words in his inquiry were artistic
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causaliﬁy, (that is, the necessary impeétus in psychic structure

which leads people to make aesthetic objects), idiosyncratic

meaning, (that is, the understanding that the process of art ig

—~

determined by private feelings and thoughts), intentional
sypbolization, (that is, the process of embodying the initial
impulse which is'done’in an ongoing dialogue between the artist

and the work, giving continuous feedback to the artist. as to the

degree of success of the work) . Such focus underlines the
* »
importance of the artist for Beittel (Note 23),

The sincerity behind a teacher’s values matters Iittle, for the
projection of his own tacit criteria on others, by our
experience in the drawing lab, would predictively almost never
match the subjective sense of rightness of the student. As such,
it cannot help but sap self confidence and motivation.

. ; . .
N " . . .
Y * s *

* As-a reseavcher, Beittgl was 3he first to treat art

production_ in térms of serials. He also ‘insisted that itcwas-'

important for art educators to provide for the opportunity to
s ' % . : .
.reflect upon thelr own thinking within the investigation setting

as well as to provideAtﬁe means for the artist to carry on an

-autonomous art ;}agess. His reseaﬁ;h was considerably d%fféfent
f%om tbat of Lowenfeld and Schaefer-Simmern, both of whom
focused “upon the student and were 1nf1uenced by’ sketchy notions

of developmen%al theory in that he did not posit un1versa1 laws,
A Y

P

*Beittel‘s contribution to.the field of art educatioq%was .
significant because it recognized :ké importance of éxglicitly
including the 'various human meanings which were making

themselves v1slb1e.

IR . In Belttel s 1973 glaborat:ton of how he thought the

L /
artist- teacher 8 respon81veness ‘should be represented he showed

v\\. P . - » b .



how a cautious, questioning pr;cess could allow the teacher tol7
4we11 within the ongoing artistic serial. This was known as the
'formative hermen;utin mode of inquiry. and da¥ carrisgd aubk- with
individual art serles, , entailed the gradual building up of -
'1nterpretat10n over a period of time and zhrough discourse about
the immediate experience,. A; was demonstrated by Patricia A.
'Smith'(Note 24) , the formative hermeneutic mode could also serve
as a teaching approach which allows the teacher to come to what
she aonsiders to be a univeri};vé}asp of a parti@g}ar artist’'s
. artisﬁié intention, This ié\possibI; because the éroéess is
attendea to from many points of vieQ‘aqd is car;ied on over a
considerable period of time. K )

-~

LT ~ . The problems that Beittel’s research has left us are all,

“ p—

in one way or another, related to curriculum (Note 2§). Since

LY

education implies intervention, it is hard to reconcile the
_ one-to-one encounter exemplified within his approach with the

demands made on the teacher by-a group of children. Also, the

~

'ﬁ!prld of the classroom imposes an existential reality on the -

child which caéhqt be considered separate from the child, and

thus, any iﬂﬁuiry into child art making which would attempt to
—_ - 7]
isolate the artist from outside interference would, in many

‘ways, be a contradiction for the .child and for the teacher with
the ch11d However, Be1tte1 g8 attempt to convince art educators

that the 1d1osyncrat1c nature of- the art process had to be given

more attention has been. an important contributiopg He has shown

that the teacher can take steps to understand the meaning of the

I3

student 8 art work and ‘to ensure that the student gains access -

Y

to h1s/her own art process. ¢

[y
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Point of Vigw of the Inquirer. .-

h) L

My interest is in art - education as a living process. My

specific concern is with curribulum development and gith the
o4 .
difficulty which seems to exist in making the child-teacher

—

encounter a more humane, aesthetic and ultimately, a more

R
3

ok

educative event!

o .

In my belief‘ art education most clearly atéends to the
2

‘subJectlve aspects of the chlld's growth, Although 1t is

1mposs1b1e to definitively separate the subJectlve from the

objective in education, the subject1ve (or that which is

J

peculffr to a partlcular 1nd1v1dua1), can and should be our main

focus of interest. Thus, what I am considering is~the child’s
s

art as an expression of the child's vision of the world, Based

+

upon this, I conducted the present study with the expectation

‘that the eventual documentation would result 'in & clearer

undegpstanding of what the child is doing while‘making art and

that this knowledge would be of use to.other people working in
' ’ . ; "

art education,

My focus on the artifact made by the child as this is an
emblem of the child’s”vision of the world, clearly places me
within the field of art education and in many ways determines my

line of diwcourse. That is, this art educator’s perspective can

A

be disﬁinguishéd from the points of view of others who could
. : - -

o

conceive of the child’s artwork as being about quité different

.thxngs. * ‘ , .
N « ° ‘ L C

Let me look brlefly at the ways children’s art has been

oo -

Y o

considered,



T
1, Th? pe;spective of traditional ﬁe;ching sees the child’s "19
 :artwork as being a completed assignmént, a response to a
teacher. The fgpus is the teacher’s iﬁs{ructions which are to.be
satisfied in the teaching aituation: The probleﬁ Q;th this focus
is that it encourages the cpild to ‘become centered away from the
personal locus Sf evalﬁatioﬁ. The child is piacea'inhfhe
position of haviﬁg fo continually wondgr how the teacher ;ill

qyaluhte the‘értwork;’ ' T . .
S 2. The,tgild's artwork.can also Be'seen as an jindication oé
something rather thgn:as»a physical bbject made of art matefia182 
u;nd having sensuous qualities, Two examﬁleg of résearch which

i

sees chiid art in this liéht cyme to mind.

a) Stella Chess and Alexander Thomas (Note 26) developed

' 1

data-gathering techniqueg whichspermitted them to obse:yé'

behaQioursAana,to classify them as indicators of temperament,

From this perspective,rthe focus is the diicrete dsbect,éﬁ

temperament as revealéd through the child’s artwork.
. ‘ ’

b) Both Howard Gardner (Note 27) and Victor Lowenfeld (Note 28) -

. used child-made artwork as indicators of the child’e plaéq inwa
‘structure of developmental growth. For Gardner, the artifact,

Y

provided a means for gaugin§ psych{c development and locating

children in teérms ofyone of as number of alternative

"intelligences''. Lowenfeld used the artifact as an indicator of
— ) P & ‘ .

normalcy versus pathology and of the child’s predisposition-to

be either 'visually' or "haptically" inclineﬁ. o - R
3, The artifact could be siﬁk\q a product, not of the child,
but of forces outside éhe child., Art, from this perspectivae,

_originates in the milieu rather than with the cfeatoﬁ. Ro}and
. ]

N
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Barthea (Note 29) cons1ders alllart to be a man1 estation of

cultural . 1ncorporat10n. Accord1ng to this, the underlylng

’

premise of semlotlcs, the’ chlld—made artzfact is a heavily

codified cultural "thing' whish is wspen. tn peminkis
. ' . E . .

interbretation Within ‘art education, those whom I consider the

cutrent exponents of this v1ew, such as ?roudy ‘(Néte 30), Lanier

(Note 31) and Smith (Note 32), -are trylng to- f1nd a d1fferent

basls for the practlce of art educatlon than that which has

tradltlonally held sway. . . . t \

4, The artifact can be seen as a product of &he child’s artistic
créating actiyity. The focus here is‘qpon_the child a§ maker.

—

_This has in the past been the preferred point of view for art

‘ . . o
- educators since the child is conéeived of asg an artist and the

artifact can be taken seriously as a'work of art. ﬁxpﬁnents of
this perspective have been Rhoda Kellogg.(Note 33), Charles’
Wieder (Note 34) and- Brent W1lson (Note 35). The prdblem w1th
such a perspectlve is that the meanlng ‘of the, artafact is

'

inaccessible since it" haiuyo context, Contrary,to-adult art'

%

. whlch art theorists can attempt to explain and thCh fan be

commun1cated to an aud1ence by 1ts maker (older people belng )

< -

2

(consc1ous of themselves ina world of many others iand be1ng

generally skilled in the use of verbal language), chlldren
lxmply make thlngs and although they always have reasons for'

work1ng with mater1als, in terms of- “art maklng” they depend

’

upon adults for\thelr recognztlon. Thus, such ‘a perspect1ve must

o

be ultlmately cons1dered theoretzcally 1nterest1ng but

practlcally utop1c because ch11dren are not free \rtlsts but

- " | - 5

rather gitua ed art;sts./r

s
S
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By contrast; the approach taken in 'this study was to view )

»

ch1ld art from the perspectxve of the context and include the
researcher as part of the study Thls approach d1rect1y
addressed the problem of adequately understandlng, that 13,

descrlblng and 1nterpret1ng, the unique process of chlldhood art

-

making from within the classroom and was 1ntended to lessen the

' gap between the ideals of art education and the practice of

teachihg'ert uThe‘stﬁdy was designed to contribute en account of

one exper1ence to the body of shared understandlng within the

«

field of art educatlon . ’ I L .

3

Helpful in shap1ng the phllosophlcal underp1nn1ngs of my

approach was the thought of Maurlce-Merleau—Ponty (ﬁbte 36) *

U31ng 1n51ghts about psychology and h&man action which came ,out

'|of his own inquiry The Structure of Behavxour (1942) (Note 37,

Merleau—Ponty outllned a progect whereby ‘lived experlence wou/ld’
b 4
" be the ba318 for descrlblng human act1v1t1es 1n a more and more

3

complete and accurate yay. He showed that the important role-of
‘sense data lay in the form of the object as perceived, however ~
erroheously, by the‘ihdividual,“en& not in the object itself nor

in material or treditionai"ecientific'descriptions of he

N . ’ o
object. Merleau-Ponty’s ideas were important influences because
AN 4 . . - ’ o . ‘
*they were not based upon how we experience the world as theory '

s
v

‘or‘ideblogy, but were rather the result of a careful and a
prolongeﬁ cohs%deration of the way the human body, as a :enling
mechanism,'actually behaves in the world. . -

" Two aspects of Mgrieau-Ponty’s position are important to

this study. First, the.nature of perceptioh as it is understood

within his framework of existential pPhenomenology: .second, the

- . ' N K
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“way the individual is understood within the same framework.

According to Merleau-Ponty’s line of thought, perception ‘

' !,

cannot definitively be distinguished from thinking, waluing or

feeling., All these are involved in each way of attending‘to an
4 Ve . ‘ .

art object. We are thus led to the determinedly ambiguous nature

~of ekperience, which corresponds to my understanding of the art

< ' . LIRS

education’ phenomenon, .
, > .

Just as perception cannot be considered in isolation, s=o

-

too, individual experience i%, according to Merleau-Ponty,
. . . ‘

inextricably linked ‘with the expefience of countless others;

making the individual 1life pro;ect synonymous with the

1
collect1ve project. This artlculatIOn of the extreme

gsituatedness. of human experience helped me to ‘ynstruct a

framework within which to build my descriptions of children’s

authentic artistic expression accoiging to a logic with-which I

waz familiar. -That is;’as/en artist 'and as an art-eéducator, I
* . - . '
know that what one is only becomes reality in action -and when

. [ » .
this is shared. I also know that genuine existence is. not
. ’ . ’ . ) - § . - .
thinking about. fearing, loving, hating, desiring, but rather’
about performing these';nner perceptions in eociai situatton34

and in relation to a'tangiblezworld 'Thds,'1n tak1ng on the

project to understand ‘the chlld’s art style I accepted the

1:1rteducible~situatedness of the ¢hild making art, whils/at the
4 - xS . N .

.Bime time participating in the child's'ongoing process
Although a'desécription of human experience can never be

adequate, that is, eg_ated with and equal to the. experlence, it

— . . e, e

can, accordlng to- Merleau-Ponty ] thought convey somethlng

24 ‘

essentxal about that exper1ence as long as 1t is rendered from

<
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Athe first levél of language, the bodlly level Thus, to the

extent that I Jhuld be able to remain- close to the aCtual
\‘:,gegturing of each o? the childrenq to remember.fhrough_theirx
individual éxperiences of peint clay, cra;on ehd pencil hy own
exper1ences of mediating the world through my hand eye ahd

, thought I would be able to find the right words to describe
eaoh child’s .art’ process. In phenomenological 1nqu1r), the .

reseércher’s relationship to.what is being 1nvestlgated ia

¢ a

acknowledged as personal and particulan There 18 no obJective

~

——r— .
3

positioh; it is assumed that ,we are all thoroughly and

ihextricebly grounded in the world and the events we' study. "All
my knoeledge of the- wbrld, even my sc1ent1fic knowledge, is
gained from some parficular point or view, or -from some
experience of the world”‘iNote 385;'we'are‘“through ehd throgéh
compouhded of relationshipe'ﬁithfthe world” (Note 39). M

relationship to what.iS'being studied ik,one‘of unity and’

part1c1pat10n rather than separation and distance.

1

I decided to work ‘with one group of children for an

vexiended length of time in ordér to gather aampleh‘of what

N

children make with art‘hateriels wheﬁrthey are given some

guidadoe.;The'érogp would be a kindergarten class in a'lehool_

where the authorities dgreedswith the objectives of the project
. . . ‘ BN ER ‘

and wvhere the kindergarten teacher, as well as the teachers

Iihplyhto be re'sponsible for this group in later years, all
. ) - L~
welcomed my presence as an art teacher-researcher in“theix~
2 - Lt
classrdoms ..

I would organize and animate art—making sesgions which

o

would take place once every week during the schgol year. All the

-
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artwork which the children made each time I worked with them

4

.-would be photbgraphéd and conserved in the. form.of slides. The

;ndividugl children’s art serials cbqld ihﬁs be.collected for

o«

~ later analysis. " . ‘ ' B

‘
'/ )

[ '

§§ruc£ure pf-the Fbrthcomigg Discussion

”

b ' . .
Thig thesis is composed of five interdependent chapters of
%

equal impdrtance. Chapter One sets the scene ‘for an art

education inqqiry'intqithe phenomenon of child art.
+ Chapter TQo will describe the gocial, cultural and

pedagogical background of the inquiry and will show how the

¢

agspects of that particular situation. Method and procedure will.
. n bl o

¥ oot

be outiihed. _— .o Y .

Chgptér Three will describe thi® one specific art éeaching .

’éituation\by showing the work done by the children and by

[

plac1ng the chlldren g work within the framework of the
intent10nal1ty and reflectlon of the teacher*1nqu1rer. The
children’s work will be described in_nine accounts of art

»

. y
teaching encounters which reflect nine chronologically-ordered

mqmgﬁts spread over the three-aﬁd;;—half¥year duratioh’of the

study, The accounts 'will consist of.narrative, explication and

.argument, prézenting in detail the preferencés,ﬁexpressive

@«

needs, composing strategies and formal st}les of each chila The

‘part1cu1ar qualities of this a?e art- teachlng situat1on w111

become evident through my deécrlptlons of the children 8 art

work, illustrations of‘¢heA¢h11dren 8 work which accompany the

. . ¢ - . °
descriptions and excerpts from my jourpals. Onte the overall
- ’ ‘o



.
- . M N
;. - . . l
.y - N .
P 2 ‘ -
J <+ L .
. P .

'megnind of the art-teaching sessions has.been .established, I

-

25.
'

-

will détermiﬁe whéther'of not ‘a general framework existed
through which I, the teacher, viewed the children. That is, the
~ description of tﬂe pedaéogical dialogue will conclude ;ith the
,queéfioq, was the?e a consistent strategy being used og the part

of the teacher-researcher?

Chapter:Four will focus upon individual “art serialy'which
will be viewed as:phenomena in a particular cultural situation,

‘but which® will also be distinct in themselves by virtue of their

Al

specific aesthetic qualities, Rather than attending to the

" children’s work in~sequentiallorder, as in Chépte?‘Three, I will

analyze each of the children’s accumulated art work as a

S

\éeparaie body .of work. S;nce four .children were chosen to
represent the'gré%p, four interpretive analyses will be done., In
the'egrlier part of the work, I focused on individuals in

;context; now I will distill from the nine apcouﬁts some K;;
dimensfoné\of artistic style. This will,gfovide a tentative
matrix for a definition of style in child art .and will indicage,

. several possible ‘research orientations. This matrix will both
pull together a final interpretation of th;'four artists as weil

_as provide a framework for initiating more delimited. T

. observation, _— -

The fifth and final chapter will critically reflect upgﬁ
geveral pedagogical issues which have been raised within the

*,

study. The conclusions %ill include an evaluation of the T

Ed

‘relative success of the study and will also include suggestions

for research‘which'wquld_extend the present in&uipy. *
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: CHAPTER TWO
RESEARCH PROCESS AND METHOD

S St Sttt St

In this chapter I will present a brief history of my
. ' ' o -~ \

study. Four discernible stages characterized the project . Each

-~ -

sftage marked a change in the way I conceived of the project

"and the way I thought about the ideas-underlying it. The »

outline of my original idea, which is contained in Chapter

One, situated the question can the child art process be

motivation and daily work. Later, this same question became
the force behind a systematic research program. Within the

frame of each of the four stages of the project, I developed
-« " & . . :

anc}'explioted different research methods and techniques to help

L

' me answer this question. I call the four stages:

1. A Year in a Kindergarten Class. . %‘ '

o

é_. Gradez One & Two with‘ Thiz Class: Tiqe Artroom,
3. Consultation and a Dialogue with Tea;hezl'l"at The Prospect
"Cen\te_r for the Study of Meaning.

4. In My Studio: The Recording is Completa.

I have choseq to present the bistoryﬂ of the project in a

/ o .
" personal narrative form, based largely upon éxtracts from the

journala I kept throughout -the entire study. Follo'winaig the

description of each of the four research phases, a l,ynthesis -

of the methodology will be given. Altogether, tl‘pi‘a\charting of
- ' . R -_, ‘4 -\,f
the way an existential worﬁduimposod itself upon a research

objective will provide entry into the more delimited sphore of

-

v

<

14
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one a;t—teaching situation.

‘ ) &
The First Stage: A Year in.a Kindégégrten Class

The school was a long, low, red brick structure surrouﬂded

by asphalt and framed by a tall '"Frost'" fence. It was on the

o

very fringe of'a subufb; beside a busy £#ilway track,

A 3

The amiable principal welcomed me to the school and
L]

nentioned, in passingj~the '"French immersion' status of the

school (Note 1), "Immersion schooling' ig a p?dagqgical )
alt?rnatiVe which -is offered in many communities where fwo &
' linguistic traditions compete and is comprised essentially of»

providing a classroom situation which excludes ¥he mother tongue ,
: R

and instead immerses the children during the early years of

their schooling in an environment of instruction and pedagagical
r ~
‘dialogue in the second language.

The immediate community of this schobl was mainly-
: . -~ . ‘
French~speaking and French still is the offilcial language of

'

this province. Thus, degpite the English-s akipg and
multi—eth;ic‘nature ‘of the school’s population, .
French~language instruction was the policy. Aware of the
importance of theQe choices. for the educators in the school »
_and for the parents of the children who went there, I asa::ZQ
the principal that if Aeod be I could teach in French.:
ﬁowever, I added that in my view, a certain spontaneity of
verbal communication wag important to the art-teaching
environment; The prinéipal's'roply was Ehat for many of thp'

children, French was a third language and thus that I should

. teach iﬁthgliah. Since he appreciated my'préjoct, the

\

o ‘ .
. : ' L, X
- Al
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———--museums\and'the art;galleries ofdthe city where I usually

X
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principal offered to speak on my behalf te—the parents and

members of the school board in order to assure them that an hour
or two of Engligh-language instruction a week would not b¥
detrimental to the qua}ity of the chiF8ren’s education,

It had not occurred to me to consider the linguistic
aspects of the children’s scghool s;tﬁing as being of particular‘
importance to the project of documenting some child art
pProcesses. Once [ was in the school, it appeared to be mor;
important. I knew that being able to make oneself understood was
of central importanée'to everyone and that there in thét school,
the five—jear—olds with whom I was to work were probably

. S )
experiencing quite a bit of confusion’

As well as having been confronted by the importance of
language ag a factor in the research, I was suddenly acutely

aware of the specific characteristics of this school. I looked

about me at the bare walls and realized how far we were from the

~

: R N
worked, The exposure that these children have had to art as a

cultural element was doubtless minimal®, ¥t became ?vident that
if I.wishgd to purgue the idea of documenting the children’g art
grochUES;*I would first have to present the childréQ with an
iﬁage of what art Was; Based upon my expérignce as. an art

teacher, 1 thought that this could be accomplished only by

N \ Ay

_enabling the children to behave as artists. That is, while I had

at first conceived of the'study as being simply the dbcdﬁenting
o - .

of what children do when'they are not being taught to behave in

N N

restrictive 'and conventional ways, I now cgndiuded that the idea

. L
that I could simply allow the children

¢ .
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to "be artists' was both presumptuous and, within this

sett?ng, contradictory. What had been lcfﬁ out of my original
idea was th; role which the adult plays in the world of the
school ., This role of educator became my persona and though I
had wished to be only a part1c1pant -observer of thi child art
phenomenon, from this moment onward I felt mylolf to be an art
teacher who was focused upon seeing as much as possible of the
originality of each of the children. - , o T~
_ The paradox is intgre;ting. In this aotéing, ;rt,.as I
understood it, wa; available for me Jﬁly by way of the -

originality of each of the children. But the children, in

their originality, could be perceived by me only when thep\
.participated in my horizon of making things out of art y
materials. The pro;ect had changod because I no longer

concexved of the children as being art1sta whom I‘'could

observe, but’rather as people yhom I would meet and Qith whom

I would spend time in the collective brojoct of recording

their art-ﬁaking procelsei. My parficipation was defined as

being that of the person who prepared the art-making setting

within the larger setting of the school for a partfbular'group

of children, The research was defined by maﬁy cognid.ratioﬂ:,

not the least of which was the nature of this particular .
scﬁbol and its spocii}c rolationghip with tho'pr‘miloa upon

which the field of art education is baszed. . -
LQJ_QLAM%_!LELLT_OQQMLQQ_LQEQQLQLQMMQQ
. |
The kindergarten classroom was the largest .and ' \

best-organized teaching aspace in the school. It had its own '.t

entrance, double liﬁk:, set-in cgpboards at the children’s
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level, a boy’s and a girl’s tbilet, a walk-in storage closet,

a sandbox, a piané, as well as the mandatory doll corner, ?

‘ 1
block“area, reading area and groupings of low, tables and \

\.

chairs. For my part, I had‘purchalod and organized art

e

"supplies during the summer months.

The teacher, who was friendly and efficient, had been
teaching in the school for several years. She was happy hgt I

would take over the teaching of. aré because she neither

‘onjoyoa it nor thought that she,taughf it well, althougﬂ sghe
\ R .

tﬁld me that she was convinced of its importance.

On th? day that I met the children, they ca#o in froom
the p};ygrodéd with the lunch monitor. Itb;as the first week'
oé school and they were, for the most part, shy, c;tﬁful,
watchful., Everyone seemed £o be in agreement that thii pPlace
and time required a special kind of very car;ful behaviouf. I
was caught up in.the solemnity of everyone™s §ttitudo and

>

found myself to be behaving as if a script haqtbeon ptopafed

for me. ¢

The teacher introduced me in Fropch. Ilgreetod the
Ehildron'in English trying to atr;ko a‘hoto‘IAmowhere between
bor.firm fricndlinola and the children’s shy watchfhlness. She
isa}gxthat unless I objected, she would remain to work at her
desk and give a hand if necessary, . S

Az the aftosno&n wore on, filled with blue, yellow and
red gaintingl, tho.glimmorings of a very different kind of
project tha& that which 'I had presumed ;:Had %ndortiken, ?egan

‘to take shape. It was opvioun that the teacher was vorking

toward a medus Vivendi with the children with which :he‘éould |
\t‘ P

L 3 o ‘ e
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- be comfbrtab%c,=but which was as yet far from achieved. This
Il ’ ‘ . ,

. A
was esgentially a structure of permitted and forbidden
’ [

behaviours and meant that everything in the kindergarten
clas:room had a function wh1ch had\to be rospoctod There was
a(maJor contradxctxon between that which I coﬁtxdorod worth
doing in the situation and the objoctives determined by th.
teacher. I had believed that‘it.would be worthwhile to
establi;h free workshops, where each pera‘p'coula choose the
. materials, ?oofs and themes, as well as the time aﬁd‘léaco N
he/she needed in the classroom., Such an approach was not
realistic and I began to c;nceiva of my endeavour as a search
. for the evidence of art in spite of the situation, rat&qr tﬁin‘
concéiving of‘it as a simple disclo:ur; of the sdurces of
childhood art ''because that is what children do".
With a few exceptions, ‘the children-were trying very ﬁard
to meet the expectations of their teacher. It was the °
exceptions that caught my attention at that time. Two children
.=especaally, Robert (a tiny vivacious francophone) and Danielle
' f (a winsome black child) appeared often in my journal notes
. during those first few months. Their work iptorost;d é..
‘Neither child bociﬁe part of the final inquiry group i; this
_study';inco both were sent to anofhb; a;hool, where childrenf
with learning difficulties could be helped. A ' .
The twenty-one indiyi&uals who made uﬁ this kindofgarton'
group became familiar to me as I photographed and labelled
{ their uork each week and as I Jottod down notes to myself to
help deczdo what =zhould be preparod for tho folloving week, 1
roquzrod moticulous roordzng to deal with the incrediblo

S~
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quantity of artifacts which resulted from each encounter,

since at this point’, few of the children could write their

A »

names, Those who could wodldﬁ@bligingly have spent the entire

4

art class time painstakingly fainting their names across th¥

Ay

sheets of paper had I asked them to include their name;. This -

would have been of no value to my project to record the child

art proceszs. | N
Afior the art-making sessions, I ordanized each Ghild';
daily ;r;duction into the sequence in which” ' the-child had
produced it. I next labelled and photographed'the Yorks and
then either d%aplaygd them on the\cla:lrdom bulletin boards,

¢
or stored them chronologically in each child’s portfolio, just

as I was accustomed to doing with the artwork of my o;n
children at home. I also developed a simple. recording system

" to help me follow each child’s process. This'inciudéd |
reference to how involved the child soemea‘to have become, how
satisfied the child seemed to be at the end of the class, what
the child’s chosen subject matter or form had been and how

-

this differed from or resembled previous work,

I arrangod/ého slides of the children’s work in
individual files in chronological ord;r, classifying them
.according to the art-teaching lo::ionland the ;equence within
that particular session., I filoﬁ transparent plastic
protective pages, ,ach holding twenty slides, into .
ring-binders. These mobile pages enabled me to very easily
view :oétiona of the éhildron’l serials on mx)light table,

either indiQidually, when I wished to see particular aspects

of a child’s dovolofmont, or collectivly, on the occasions

L3

/

~
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when I‘wanted to compare different children’s work. + a

As the year‘unfo{dod, I found myself becoming a part of
" the childr,n': school I;v;s. Tr} as I might, I was unable to'"
keep my research pfaoccupatiSn: separate from the Eooming ass
.of '1life thch'waa the school, For example, although my
thoughts a; I drove to the gzchool each week were on clearly
visualizing all the organizatxonal dotaxll which had to be
tended to 1n order to adequately prepare tho materials and the
environment for the art clasz, on arriving at the school and
crossing . the school yard at nogn hour,” I was immediately
surrounded by a iwarm of chattering, lmiliﬁg‘childrcn plqsfed
that they were "having Nancy' today. Tho;r energy' engulfed me
and the many ''what-are-we-doing-in-art?" que{iol ;om@nd.d me
of my }dentity ag their art teachor.’Lator&\as I helped thom\
out of their snowsuits and OVthhO.li or, again, a%tor class,
as they helped me in lining up thbir artifacts for
photographzng, their sgontanoous intensity ablorbod me and
left merith a feeling of reassurance about things in general,
but with a certa;n perplexity about the moaning of my pfojocﬁ.
The reassurance was in re:pons; to the dismay I had
experienced at the beginning of the yoak, when I had realized
that in order to collect the records of childhood art making I.
would be obliged to teach art. It became evident at that time
that I would hav; to achieve the right bnlanco\b.twdon
providing‘loquontiai lessons in how to use malorialg and
tools, and encquraging the children to make their own choices,
From the enthusiasm in& the warmth of the children, I now

¢
concluded that I was neither abusing their natural generosity

~ o
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nor reneging,on my responsibilities as an adult in their midst?8
The perﬁlex?ty was related to my d{ssatisfa;tion with the
kind of art that was being pro&uced within lpe'contek% of the
project.  Whereas I had imagined at the beginning that it would
be possible to introduce the children to the rudiments of art
and then allow £hem to each choose their own ways of going about
making art objects, I‘nevér, from tﬁe moment I began working
with them until the end of the teaching, had the impression thaé
a free studio éituation.would be either, in the short term,
appreciated by the children or, in the long term, beneficial to
their education. There was a uniformity to the artwork which
surprised me and forced me to‘qﬁestion the premises upon which I
had based my research. Thé-probiem was enti;plj resolved in °
laterryears,.when the children bggan initiating their own
projects, but while working with the children in fhe -
kindergarte;, I had the impressién that Ibshould be doing
something to heiéhteé the level of individual expression.

¢ 4

Throughout my questioning of the underpinnings of my /
\ i .
research idea, .I was also awvare of my accountabiligy‘to the

families of the children in my group. At the end of every dchool

year, I sent a letter to the families, outlining what had been

4

accomplished in terms of the objectives I had set at the
beginning and’infitihg gaéh family to participate-in ; slide

presentation and discussion about their child’s .complete art

-

‘se;ial. In this way, I wanted. to find out how each of us

.

perceived the artistic development.of’the child. In the
B} . . T , q L .
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'di:cullioﬁs-prosentationi. These exchanges, each of which

N
o
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kindergarten year, all twenty-one families came to the

Ay

lqsfed‘mote than an hour, were spread out ovﬁr the lazt two

-
.

weeks of June.

Conclusion of the First Staqge

- -

In termx of the methods. avallablo to an oducitxoﬂ;l

researcher, which can be ccnce1ved of on a continuum between

testing and pure observatlon, I, at this stage, assumed that I
was working within a particular kind of experimental

framework. Knowing that testing neglects the .spontaneous
. \ ,

.interests of the child and that observation entails the

. systematic dszxculty of 1nteroprotat1on, my situation as an

-
art teacher wag, from a resoarch point of view, compatiblo

with my objectives, since it permitted me to structure my -

material in a sequential way that rolated‘té what I thought

wag important -~ art education. .I was thinking. of myself as

o

someone with a problem ——- that of not having adequate evidence

of the 1nner-d1rectodness of tho child art process to carry on,'

with my work in art education the ‘'way I wanted to. I also

believed that children natutally\pado art if art matorialt

\wero available. The hypothesis that ﬁhildr.n aro'artintl could

vbo vor1f1ed by toltlng it agaxnat th.‘bohaviour of the

S

children and the art serials resulting from their hohaviour

‘would furnish adequate evidence to enable me to validate my

belief.

I w;s aware that my method of proceeding was not a:

©

, mochan1ca1 proco:s of inquiry,. but was dependent upon diroct

obsorvation in the senze that the good practitioner allowl him

e
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or herself to bJ led, although alwayg remaining in control. I

thus viewad my meﬁﬁod_as a variation of what Piaget (whose

S

ind;ctive method of research had been a source of inspiration to
me in my educational practice) called the clinical examination.
But it was clear that an art teacher who is responsible for a

whole clagsroom of children is not the same as a focused
. I
psychologist interviewing-observing one child in a ¢losed

interview..ln rmy mind, the problems that arose from this’

.difference were compensated for by the kinds of data I was .
c&llecting. The artifacts madé by the children had to co;t;in a
certain reflection of 'who thése children were within a world of
\peopre, the classr;om being simply a contained world. I
considered that;auch maerials would.be more valuable as

evidence and that they would be more reliable as indications of

the children’s artistic styles than would be the results of an

[
‘

individually-focused study. - s
fhroughout the study I found fhé‘foilqwing related to the -

problemg I faced: Gaston Bachelafd, (Note 2); Ernst Cassirer,

(Note 3{; Anton Ehrenzweig, (Noke 4)?iCar1 Jung, (Note 5);

Suzanne Langer, (Note 6); and Herbe;e Read, (N;te Z): I returned:

also to Viktor Lowenfel&,lwhose work had been analyzed by many

critics’ (Note 8). The criticiéﬁs of Lowenfeld interested me as.

N,
b Y

chh'és had his writing, since each critic expléred the
s . .
relationship between Lowenfeld’s theory and:the practice of art

education. In .the works of all these writers I found

confirmation for my project, in that theorists and practitioners

glikd expressed the need for a ‘clearer notion of éhe child art

3
- R

phenomenon, However, I did not find any
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was a way of following art processes that would permit me to

’

render them in unambiguous language.

AN

The Second Stage: Grades One_and Two

- It" was a new schpol year. I had spent fhe greater part of

the summer holidays poring over the gathered materials. These

! ¢

included about 1200 irtifacts, about 2000 slides (Note 9), about

150 pa{;es of journal notes, and four progress charts each of

which contained 875 bits of information.

’

I had been looking for signs of the unique artistic styles
of the children, The materials showed me that the children

varied in terms of their competence with art materials and“their

i?reférrences for certain forms and themes, However, sgince the
childre’ny had been follo;:ing“ my prescribed sequence of 'art—-makin’g
activit':ies, I was unable to understand what the signs of

| diversity meant, I could not see among the children’s wo'rk the,
clearly defined distinctiveness which I had presumed Jould be
apparent, Their styles were more subtie than I had“expected them .

to be, and for this reason I decided to be more attentive to the

-

. , , .
children’s personal choices during our weekly encounters. Thus,

LJ

it was very important that I be able to continue ‘my work with

.the same children and I was eagerly looking forward to seeijng

14

them again..
When I arrived“at\_ the school, I faced the only

institutionally-provoked) disappointment which was to occur

" during the inquiry. It had been tentatively decided the

Y

\ - -
previous ‘June th§t the group of children I had baeen working o

with would remain together in grade one ‘and /t/}tir kindergarten




"teacher would stay with them as their grade one taeacher, Singi
this kind of con.tinuity was central to what I was trying'to
do, I was counting on it:.\more than I had realized. I was thus
.voryddi:appointod wvhen , in. September, .the ‘decision was
.rev.rlod and, for the make of 'balance", tlf;e.children were
split up and distributed between-two gride one. groups.
Immediately, I envisioned the difficulty of trying eaclf! week
to ‘recon:titute the atmosphere of 5upport and familiarity that
"I considered necessary for my art teaching.

However, there was a beneficial side-effect to this
change in plans: the princ:xpal offered me an artroom of‘my --
own, It.,»wa.a a sunny, pale-greozn room with a highly-polished,
glistening tile floor.' Thé clusters of low tables and chairs
were nice reminders of the luxurious kindergarten room of the
previous year. It was a pleasant contraat to the more spartan
grade one classrooms the children occup;i.od now. This artroom
wa.l‘ quite adequate fo§ my purposel.%lt had shelves and display
b‘oax;ds at the back of the room, a storage closet with a sink
and running wvater, long blackboards along two walls and
windows the whole length of fho o.thor wall, a cart on wheels
\and aov;ral easels, It was situated near the two grade one
‘_cla;:rooml and also near the audio-viszual storage area.

I appreciated being noar-tho audio-visual cupboard for
saveral ,reasons. Fir.st, I had docido.d to tapo—record' the
classes in order to be \able to hear what both I and the
children said in_t‘ho gituation, and thus gain a different

perspective on the proceedings than was possible for me while

:'.'-n the role of art teacher. Socor;d, I had found that the

>
"
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children enjoyed seeing how they looked while thaey worked. 43
Thus, I occasionally showed thomi;lidol taken whil. tho class
vas in session. Third, for various reasons, th. children were
inflrested in thoi%Alet art production, aqd they enjoyed
vlooking at it when {£ was shown in the form of slides. Thus,
the slide projector and the tapd-recorder became important d
element; ia the project.
: in the new artrooh, I found it easier than\bofor; ts
pursue my objectives of convincing the children that they were
able to make perlonalnchoicol and to carry these forward in
images that they liked. I had a better understanding of the
apprcximat: balance bethcn teaching tocﬂ;iéuoa,and
oncouraéing/}maginaéivo engagomeﬁtNVith materials that seemed
to sit weli with this particular éroup. I also knew which
children q:oded cpoci;l guidance and'which ones were best left
on their- own.

In spite of this, - howovor, and although the chxldr.n
teem;d to approciate ‘w.okly sessions, my f..lzngt
concerning thogqualftyoof the art that wvas boing'mldt was not

. . R . \
improving, Ifour hours together, there seemed always to be a

lack dfnéimo and a lack og privacy, which I noti#od some of
the children actively sought. Several factorz contributed to
:making the sesszions more of a social ov.nt than the artlmaking
ov.nt I had in mind, My outsider status mado my veekly coming:
and goings somewhat of a special occurence. Also, tho;;ookly
pulliqé together of all the children who had spent their

kindergarten year together madd our sessions rabhgf

oxcoptional. Then, there V:l the nature of the group art




« — 44

activity itself, Art cannot be dissociated from personal
expression, and since the situation which I had prepared was

intended to encourage the children to explore and develop
%

certain expressive zkills, it was hardly surprising that some
of them played energetically but rarely achieved the rapport
with art-making processea that art1st1c development requires.

I realized how cruc1al a year the grade one year is

-

within our..educational system MQ\y demands are made of the

“

children. Every one of them is expected to know how to read
N

and write and do elementary arithmetic by the end of the year
and toward thl'-ﬁs?l a great deal of pressuf% is pat on the

\
chlldron My agonda, I realxzed .was at. odds wlth most of the

schooling of these chlldr:n. By encouraging them to qhoosg
their own materials, themes and formal elements, by telling
them, in effect ‘to de&elop their.own interests within the-
area of art making, I was def1n1ng the d1:c1p11nary pr1§r1ty
of art in a radically different way from that ofﬂother
d1:c1p11nos. This was demanding, because it requlred of the
childten that they change their relat1on with the world in an
important way. Thoy ‘came }nto the artroomwfrom classes in
rwhich they were accustomed to listening to anﬁoxt rnél é
lauthorxty My intentzon, in contrast, was to en*b%‘ them to

determine what they wanted to do and how they wanted to do 1t

A1}

b wangcd them to listen to’ tholr own desires, wants and needs,

—and to encourage that I invoked as few rules as poqsibl‘. The

only rules which I rigofbhnly‘kcpt to_from day one were that -

N A

ifpryoho must respect the work of others (i.e/ no marking of
the neighbour’s. drawing uni?bs invited to) and that any .

% e

N
\

Q
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project undertaken must be completed before another was C.

started (although this rule.came to be loosely interpreted by
.some children). . + - o

pl
g

—

My project was to document various child art processes.
Obvioualy, I was interested in gathering material which would,
so to speak, prove my point, that being that children have
individual preferrences for materials, themes and tech ;ques
and\that these can be recogni;ed and described by the teacher
in the interest of the educational project of the child and

__#E}so ‘ih the interest of the understanding of the teacher. My
problem was how to make it explicit to the children that while
they could choose the tools,‘mater1als and themes, -they were
also expected to do somethlng. In the experience of the
children, there ex1sted either play or work, and unless the
reason for doing something Qas ve;y explicit (for example,_
because that was what the teacher said everyone would do éhat
Nday) some children would ‘just as soon scribble on the
blackboa;q;; rummage‘thtough'art\foldera to nee gpat vas
fiere, or ch;t endlessly about television'programs, b?seball‘
clubs or the latest toy, as paint, draw or con:truct.«l knew
that a statement like “if you don’t want to make anything
_today, you can qlwaye stay iq your classroom'' was not giving
thosé difficult-t{-motivate chfld;en any qhe;pe at all,
because the artroom was‘thefpiace where they wanted g: be. Our
collective problem was, how could all ef us be as we vere, in
that time and place? ’ ¢ _

w \ . N

The solution wae, as usual, worked out over time, I came

A )

to accept that there would inevitably be some children each

-
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day who remained on the fringes of the planned activities and I
also took more seriously the children’s -need for an
understanding of the purp;se‘of our sessions, It became evident
to me that the teaching gituation was inextricably a collective-~
situation. So, as the two yéafs passed, I organiied more and
more group activitiesrﬂincluding mural:méking, puppet maﬁing and
puprpet shows, environmenf_building, kite making and . yiné,
outdoor expeditiqn% with cameras and pencils and paper, and
picnics, I continued to consciously r?cord what each child did
altpough what I perceived ;eemed to be more the limits'of the
school setting than the personai style ofi the child..

In order to verify the Garieties of behaviours that were ~
present in the group, I attemptedhaacéhing methog by .borrowing
the descriptive categories whigg Stelia Chess and Alexander
‘Thomas developed within their long-term studies' of personality
‘dgveloﬁfgégs(Note 10) . Their most iméortaqt publici£ion dealt
Yith-the!f?search conclusions gl?aned from haviﬁg fol}owed‘
"hundreds of subjects from birth(tg maturity\to find out about
Sehayio;ia{ indiJiduality in early childhood. Since 1 could not
bring myself to impose the questionnaires on the other teachers
in the school and the children’s parents (the method required a
three-perspective synthesis) and also since the desériptige \
catggories, vhen applied to art making, were so open to
interpretation as to be useless when égscribing each child, this
) attempt to bring objective order to my project proved futile.
Had it not been for the relentless nature of the

art—-teaching project in the school (Note 11), I would have found

it difficult.to justify continuing what was becoming an‘

3
-
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incredibly preoccupying and time-qoﬂsuming activity, I felt

deeply dissatisfied; because it seemed that despite my ﬁest

intentions and.best efforts, despite the fact that the.children
were happy and that the school'authorities were pleased with my
art-making research project, the children yeré not making the-
quality art that I had expected. This was 1a£er resolved as 1

" . -
'graduilly.Zhanged my attitude regardingkhow the children’s work

S

should-look, and the children began initiating their own

. - ot
projects,

\ ConElusion of the Second Stage

A

- At this moment in the project, my research method had

subtly chaﬁged to allow me to come to terms with the reasons for
e

my dissatisfaction. Consistent with the overall research
. /

methodology, that of clinical examination whereby the examiner

organizes the situation in order to put the *subjects.in contact
with his/her thoughts'and then evkluafes the way they meet
his/her expectations, I bgd been collecting and tracing each of
the children’s art-making érocesses; But I was looking at thi?
collected material in a very critical way. I found that 'it was )
no simplevtask to deal with the materials I had collected. In
fact, all the problems which I thought I had avoided wh%P I
agreed to intervene and use a teaching approach, instead of

gimply observing, had become compounded. I was excryciatingly ’
: N

aware of all the fuances and subtleties of my interpretations as

A

I tried to separate significant art-making moments from those of

simple play or of unengaged response to one of my questions,

All of this made me realize how different was the natur%'of
~
my questioning from that of Piaget, who was interested in A}

~

.~




-

. : 48
finding out about ‘the spontaneous convictions and conceptions of

‘the child about the world. My preoccupations were with the way

thé chil&\exists in the world as a unigue being, I had thoughf
that the reseanch methodology would permit me to identify some
inaliﬂrable traits in.the children’s art and that these would

permit me to talk about the child-artists with some authority.

’
Instead, I was conatantly finding myself to be an. important

- element in the situation, and since until tﬁis time I had placed

a great deaj. of value on the authenticity of the children’s

-worl®, in accord with' my research method, I was constantly

underestimating (or at the very least, de—-emphasizing) my own

¢ a

participation in the research.

v ~
LIS hd
o

In an effg}t to become more methodical in my recording of

the children’s art processes, I was reading accounts written by .

o

people interested in human development. As wel; as the

abovg—mentﬁPned research of Stella Chess and Alexander Thomas
and the‘impressivé body of research of Piaget, other'writers wh6
were important for me at that time were Sylvia Ashton-Warner
(Note 12), Celestin Freinet (Note 13), Howard Gardner (Note 14),
Rhoda Kellogg (Note 15),‘Edith Krame} (Note 16), Henry .
Schaefer-Simmern (Note 17) and Arno Stern (Note 18).
It'was~Pn1y'now that I fuliy apprgciated therlopg—term

o
nature of my study. It had proven impossible to monitor the

relative quality of each week’s art productions based upon the

- scale I had invented (Note 19), The aim of the scale haé been to

enable me to identify the degree of.engagement of each child:

Had the ¢hild been doing a given art projecf in a random way,

»

without making any true investment of him/herself? Or had he/she

- r
‘ ¢

L
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been working with a superficial engagement, which may have

looked vigorous, but which lacked conéistency? Was the'child
enjoying going through the motions of following instructions,
without going any farther in pri;ate image-making? Or did he/she’
appear to be really involved ip what he/she was doing and d%d )
Ehis“&hvolyement bring something new to the art}oom?

Trying to’apply this scale brought'th; conflict I was
experiencing ko a head., I had, ‘} now realiz;d been juggling two \
separate nﬁtlons of child art. The first was of child a{;has theQ
manifestation of the 1nnateness of each chlld the second was of
child art as something one tgaches., It became apparent that the
Piagetian scale could accommodate only the first of these ideas
and fhat the only way I could truly interpret what the children
.lweré doing was by gacing,up to the fact that my study was in the
n;ture of a dialogue. My way of thinking about‘whét I was doing
_ underwentka change and I began to see the children’s art 4as
expressing the rélationship’betwgen myseff and ;ach of them, The"
question which now faced me was, how could I characterize that
which existed between us? K | . |

-~ s v

The Third Stage:

( [} n

A Dialoque with Teachers at the Prospect Center

This stage in my study differed from the érevioua atage; in
'two ways.. First, it did not fit a strict time frame, because it
happened over the course of kwo.summers. Second, it did not
occur while I was working with the children. Nevertheless, it

represented a stage in the study because it caused-a change in

my way of tHinking about what I was doing and a shif@,in my

/
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research method.

The determid;ng factor that brought about these chinges was
time spent at’fhe Prospect Archive and Center for Education and
Research in North Benninéton, Verment, Jﬁich revolves around the
Prospect School fo;nded by Patricia Carini. Carini has invested
3 life's:work in creating a school and observing and documenting
what children do there. Her motivation is that of a Qpilosopher
intrigued by the variety of’meanings whieh people bri;;Binto
being through their lives, Since her work resembles what I had

been awkwardly groping toward throughout my project as I-

Uy

'°séarched for ‘'ways to articulate what I saw the children to be

' :
doing, I got'ih touch with Pat Carini. At her suggestion, I

gathered my notebooks and several of the slide serials I had

¢

made of the children’s .art, and attended two‘consecutive
°

Prospect*Summer Institutes., During the time I spent there, I
came to realize’thqt many practici;g teachers were experieﬁcing
exactly the same kind of malaise as I was, 'and that by ’
collectively confronting this discomfort, they were able to
formulate an approach to children’s work which was respectful of
both the childiand the teaching situation. fhis apprbach, tq;med
d?cumentation, involves an active appreciation of iqdividual key
Pieces and requ}res of tha teacher a prolonged engigement with
the world of the child he/she seeks to under;tand. This is done
thrqugh direqt observation over an extedMded period of ®ime of a
sn&}l numberlof cases within their natu?al settings. It is a

method of both description and anaiysis. Carini’s procejé of

-
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uﬁderstanding children by attending to their wprk COASista of
three steps: reflection on the me&ium, reflection on motif
and description of the work; Proceaurally, it depends upon
immersion in the focus of interest and continuous and

reéular recording and collecting, Since these are processes

rather than set techniques, the exact procedures are open to

'interpretatiod. They also require practice and careful

thought and application (Note 20) .’ A

A

Every summer, a group of educators meets at Prospect to

look at children’s work within the analytical framework

o

provided by Carini. The three-week sessions involve
continuous seminars, discussion groups and éroduction groups
which work to understand indiviquaf frojects by recognizing
recurring themesr and expressed preferences. The Prospect

c NS

approach includes methodological devices foruattending‘to

1}

aspegtéPOE behaviour which can help teachers ﬁnderstand !baku
children are doing and-éﬁablelthem to deal respectfully with
c;mplex situations. Carini’s monographs (1§75, 1979, 1982),
which are published by the North ﬁakota Study Group on
Evaluation, explzin thélphilosophical and epistéﬁological .
p}emises'from which the documentation approach emerges,
describe in detail the methodology, and illustrate ‘the
productiveness of ihe approach by giving portrayals of seven
children’s diéfereﬁt modes of learning (Note 21).

During my time at Prospect, I came to realize that in

many ways my experience as a maker of art objects coloured my
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AN

abilityffo make sense of what children do with art materials
¢ @ .
and also explained why it seemed so important to me that

7Li1dren's imhge—m;king acﬁivity Be takén'seriously. Being
the only art teacher in the group,.I was able tq’sifﬁ out the
biases.of my field ffom the more general prejudices of Co,
educators. Furthermore, i; the course of the on-—going
dialogues w;th the teachers and educators which have
continued since my;fime there, I came to a more breci;e
definition of the boundaries of my pro}ect. For éxample, one
p;rticipant described Bow she éxperienced my‘evalﬁatiop bf

some drawings done by a child she yas'séudying (Note 22), As

she outlined how my perspective changed hers, I was béttér

.
-

able to understand my own thinking, . 0

I realized that the situation.in which I had been
collectiAQ examples of children’g\artistic pProcesses was very
limited coméared with that in which most ofsthe Prospect

teachers and educators worked. They were accustomed to

‘'working ;ear in, year out with the same group of professional

eduéators, and each year, with-a single group of children.
Fof these peéple, a gupport system within the teaching staff,
as wai as a long-term continuo@s relationship with any child
they were trying to understand, weré essential stﬁrtiné
points of their work. From their Point of vieﬁ, my one hogr a

week was not sufficient time to do the kind of art teaching.I

wanted to do. I realized now how fragmented my relationship

with the children was, how difficult a situation I had

¢

:d.\
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invented for myself-in my project to gathér child art
"gerials. However, although the teachers at Prospect were

aware of all the shortcomings of my situation, tépy also
' * Rl

admitted that as they viewed each of my serials, they could

see clear and sharp examples of unique artistic proce;sek.
They.felf that the artwork stood well on its own and that my .
recérdings of the children’s work were in some ways more
adequate than th;se in the-Prospect files, sihce my

4
continuity as the teacher, my role as inquirer and my

Iinclusion of tépe—recording in’&he observation process
.permitted rmore precise interpretation, With regard toﬁthe
| quality of my ;ecords, I was convinced of theigyvalue, in
spite of the fact that my tentative forays into the realm of
interprétatioh had, until now, prodilunsatisfactory.
Conclusion of Stage Three

ar [

Documentation, as a resqarch methodology developed at

The Prospect Tentre, became my research method..Although even -

before comin§ to Prospect, I had already been gradually and
!

intuitively accentuating recording, by writing fuller
, s oY :

descriptions of the sessions, tape-recording s%'sions
whenever poxsible ang interviewing the children;'l ﬁow began
+£o0 focus on capturin; what coming to the artroom meant for
the children., Thus, I began to include a; précious'parﬁs of
my records observations such as hearing two cﬁildrenlsay that

theqciay smelled..."like dirt"...''no, like when my Dad dug

the hole for the tree'... oflnoticing how even the most.

o~
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rambunctious childgren of the group huddled together and

whispered in awe as we walked through a particularly ‘dark part
.of the woods on a sketching outing... or becoming aware of my
anger (and of the fact that I ;a- concealing it) when someone
refused to‘loﬁ me photograph (ér even see!) what I felt sure
must be a mastorpi;ce ‘of self-revelation, on the étounhs that
it was .(as he said) ''private', '

.Since it had now become important for me to achieve the
kind of distance from my subject of study tga;.xhe Prospect
mgthod considered essential for understanding, and since I .
could nét get away from my role as'teachor, I began taking an
extra step to compensate for the fact that I was directly
involved in the study. Every day, as I photoéraphed‘tho
children’s work, I }iltoned'to the tape-recording of that
. day’s session., I thus’came to realize that how I, ;s‘the
teacher, was in }ho situation (as porcoived~f§9m anf‘ . ,
perspective other than my own) was considerably diffo;ent from
£ho way I had experienced it. Hearing evidence of the |
happiness ;nd li§olinosa‘in the artroom, the améunt of_
laughter (mine and the children’s), and the qumbcf and the
complo;ity of/individual exchanges between.uz, rather Phaq
“Just fpcuﬁing on the disorderliness of ;the classes, gave me a
different view on the proj;ct. I began to realize that whether
individual parts of the art serials met my expectations was
relatively unimppr@ant. To all appearances; continuity,
familiarity.and fellow-feeling were present and thus it

appeared possibi. that -overall, I would be able to do justice
to the artistic styles of the children. I now became less

)
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concerned with what the children were doing and more aware of '

how tbey individually and collectively were. “

Like the people at Prospect, I had come to realize that
development and instruction were not :iparato, ingomm.naurato
p}ocesles, that the function of instruction was not merely to
introduce adult ways of behaving, which would conflict with

those of the child, and eventually ;upplant them. Clarifying

- the relationship between the two processes became central to

my investigation of the child art prdcess.

~
-

My reading at this stage included Carini’s 1982 monograph
and the works listed in her bibliography (Barfield, Scheler,
- !

Merleau-Ponty, Heidegger, Husserl, Jung, Froebel, Whitohoaﬁ),

as well as some art theorists (Panofsky, yombrich, Malraux,
Kubler, Finch). I was working to rofinoﬁmy descriptive

competencies and reassure myself that no stone remained

unturned in my search for an interpretive modw: ;

‘The Fourth St th Stage; A Change_of Setting

The two summers spent among the teachers at Pto:poot
!

/r

sharing samples of my records with thom and taking purt in the

formally—organizod group diccullaonl, holpod me to see my

_project from a certain distance. I came to.soo that tho small

archive of child art that I had collected was more than ample

material to enable me to say somethihg about the child art

process, It seemed to mq\that the gathering stage of the

» project miy now have been complete: The neyt step would

logically be to describe the work I had collected.

I was under no obligation to the school authorities to

3
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continue the project any longer than I considered necessary;

however, I did feel obliged to keep a promiio I had made to
" the children and their parents. During the end-of-June
interviews, I had said that the weekly art classes would
continue during the childran'lngrade three year. Since I was
not only loath to break my promise, but alzo had become used
to working with the Fhildran and was onjéying seeing the

] .
particular way that each of them was an artist, I decided that

I would coggig;e the class for another year. Although my
collzction may have been sufficient for the éurposos of the
study, certain.qﬁeations remained unanswered. I wondered
whether the children’s art processes would become more
distinctive (or perhaps, chande) in a setting that was clearly

an art-making environment. For that reason, I decided to

o,
-

iévito the group to take its Grade 3 art classes.in my home
studio on Saturday morningi. ~
This qotting wvas very different from Qhaﬁ we had become.

N

used to at the :fhool. My home ltgdio has next to it a large
play;oom containing a dress—up corner, a makeshift pupéet
theatre andhltago, as wvell as som1 simple musical instruments,
a tape deck and a record player. The playroom leads into a
carpentry workshop equi;p.d with materials and tools, In this
“setting, the form po-xipilitiel for non-verbal expression
would be multiplied. ? " >

o Most, of the children who tame to the Saturday morning
c}aztgl brought their btothor; and sisters with them, and
after the first few sessions, my own three children also

participated regularly.

N

-~

{
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I added a new element to my tocording procedure, in order

to help the chlldren to romembor what thoy intended to do
-with each Eroject,':o that later both thoy and I would be able
to trace tﬂ:\path of choices that were made. This was a
notebook, placed near the coatrack where the burgeoning
portfolios of theichildren’s work were also stored. Every day
when they arrived, the children docidoé\iqdividually, in
pairs, or in groups, what they wanted to do. Before starting
their arfrmaking, they noted their intentions in their
notebooks. At the ind of the two hbgrs, the children wrote
down what they would need for tho following week, and jotted"
down something about what they had accompliszshed that mornlng.
These notes enabled me to keep/track of the many projects

which were going on and allowed me to prepare the materifls
o}

ﬁthq children said they would need for the following workshop.
In this se;ies of sessions, the recording of each event
became les; gimple than before, and thg camera, tape-recorder
and journals became as much expressive media as tools of
documentation. Since the children tended to spread out into
the corners of tho studio to work on separate projoct:, tho;o
wasg no poxnt trying to tape record the ambient socunds, So,
‘1nstoad tho tape recorder was put to use by tho children, who
brought their cassettes of Michael Juck:on and otho{ popular
pre—adolescent music. The microphone, whicﬁ had previously
hung in the contfo of the grtroom, allowing me to pick up my
diilogucs with the cgildfon and their convorlations'among

themselves, was now adopted by the children as £ favourite

prop for their frequent theatre &r.&nt;tiont. The camera,

>
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which I used to document the puppet shows, and drama’ G

prolentatitns, was often also used by the children themselyes.

The children’s journals. were fflled with cartoonish drawings,

1
kY

stapled samples of materials (fabrics, papersz, etc.) and

little diagrams, Since none of the children were fluent

writers, they invented very visual ways of indicafipqﬁsﬂﬁt

they had done and what they wished to do. . M/)\
. . . . (I
Projects were rarely completed in ore session, T very

opgn-ended two-hour time Qchpdqle was a luxury that was highly
_appreciated. However, a 1limit to freedom was the dependence we
now had upon the various parents whd were in charge of getting

the children to ;ﬁd'from the studio. Familiea(withsﬁt cars

doéeszod upon other p&rents to drive tﬁeir\childr?n. At the
. beginﬁing, the presaence of aduit; in our art-ma}ing sessipn;

feit a bit!awkward, Bﬁt\gs timd'woreibn,.thOSQ-p;;ents not

-~

only beacame active appreciators of what we were doidg, but on-~

. ’ .. v
severdl ocEa:ions, participated in the goingéﬁon.

The artwork created during these szessions looked -

o

" different from'the‘objeéts which had been made at-school. They

e

.yoro often very large collective wérks.rSomotimes it was

o ‘_difficQ1£W§olidgﬁtify the ownorjpf'thoocompleted object

: o mhp} piopl, cohtfibutsdifo its production. .

. s -y . ’ - . . ’ ‘ .
Eurtﬁorﬁ%rofﬁihitiqg "making' activities usually gave way to

4 P , i , b

¢

e

idramatiz4fid§z¢§hat included dfess-upﬂqnd‘make-qp as'part';i

th§ viaualﬁoxpr‘sifoa, furniture, puppets, a mural background

or anything oiso thaﬁjﬂad“bogn created\by'the children during

o thd,ﬁir:7 part of the moiniﬁg:-The~theatricz and.Muuic-makiﬁg

' were mor#,imporfang.ééféomi of the children than to others.

. " e * ' [
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There were some who remained surprisingly discrete and centred

'upon their private processes of exploration and discov;ry. All

the children participite& in the kinds of (zelf-motivated

activities that I considered to be o:aintial, and for
everyone, without exception, it was important, at the end of

the morning, to be able to take hoyo the objects they had

made ., oo //

s
Three factors that characterized these sgssions were
probably internelated: the way, the children influ‘nced'aﬁd

» o

helpgd'each other and participaéed in one another’s >
produc%ions; the-Qay projects avolved, often requiripgg feveral
ﬁeeks to complete and resulting-in spontaneous performances;
the manner in which the children ascribed to their wo;k
éefinite functions, sométimea at the start of their projects,
gometimes at éhe end, ;s thougﬁ the utility of their work in
their every?ay lives were extremely important. The tone, the
content, the rhythm of the art lesson; had’cgangod, but it
must be borne in mind that the fivc-year-ol&'bhiLdron with .

whom I' had begun the project had now grown to be nine years -

old! They were resourceful, thgy hqd'an identity a} a group,

4

. theynwere now relatively confident as makers. of objects and

>

Although I enjoyed working with'tﬁo'dhildrep aqs;had the
impression that their ;rt‘work was losing that lodk of
uniforntity thch.had occasionally bother$d me, late that
winter I called a halt to the art 1ogxons. It had become

incroaaihgly evident té4 me that the considerable energy being

’dL:ogted to the organization of, garticipation in, and

L

)
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'r}cording of the Saturday merning :eslioﬁs would be better °0
spent in finding a way to communicate what I.ha§ learned.

It was difficult for me to pull back from this group of
childr(gmhﬁd their parents, all Qf‘whom I had.come to %hink of
az my colleagues within the context of the project, We had a
part} and promised to keep in touch. ‘

As it turhed out, we have kept in touch, because in
transforming the mountaiﬁ_pf accumulated mateéial into a
dissertation, I have pofiodiéally had to’;erify my reading of
Journals, my intorprotation of a child’s intentions, ‘or my‘
understanding of a feﬁatk‘on a tape récording. On such
.occasiona, I went to the children. Each timeé we pored over the
slides or ﬁhotographs or the humble renderings done by a child
- at fivo, six or se@en years of age, we found that evef&thing |
lookeds?oth sté;nge and familiar, Together we felt amazement
at what was-there., As the group preparod for h1gh school and

a:,oagh of the childrehn and their families became more

copcorned about how ﬂe/she would fit into the social fabric of

<

the community, the artifacts took "on mea;%ng as .
representations of who each of the child;en is.
Conclusion of the Fourth Stage

My research method had become that of documentation, the
approach developed by Carini at The Prospect Institute for the _
Study of Moanzng I looked at each of the cgildren 8 smerials
separately, inytead of following the children’s progress “with
flow charts, alﬂl had dqfing the first and sacond stages of

the research; I was now gathering information about what‘each

child chose to work on in the awareness that my continuous

A



Vs

N C Yty \

. 61
attentlon to each separate process would eventually enable me to

describe and interpret the work from quite a different
perspective than that which I had at the moment, Whereas before
I had been cha;ting th; children’s progress by methodically
noting what the children had done acc?rdingrtﬁ a standard
check—listlwhich placed all the children within the same
structure (Note 23),~now I studied each serial in order to
identify keyworks that would enable me to rﬁe%gnize‘the forms,
materials and themes that the chlld‘ggeferred (Note 24) .

My two-hour Saturday art classes ran from Sép{ember until
miﬁ—February of that scbool year. Seven children of the orkginal

’

twenty—-one were mﬁie to come to the classes and they bfought

— g

L3

their brothers and sisters. Thus, the groups usually fncluded
ten to fifteegﬁchildren. As virtually all the work done in the

clas3es was taken home when it was finished, I no-longer

collected portfdlia§76f work, but rather photographed the

projects in prdcess; and added these photographs to the slide

files of each child’s work. Unlike the previous works, each.

y . N LT
grtifact was now represented by more than one‘slide, and/quite
{

often the documentation of the development of an art object

consisted of several slides and showed the intervention of

several different children, This meant that although the average
< .
number of artworks created by each child was about twenty (as

compared with about. 65 the previous year o¥er the same number of
art class Hours)! the number of slides used to record each

child’s art process remained about the same.

The individual portfolios now served as temporary storage

-

p}éces for works evolving over time and were more the ihildren’s

T
v
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property than mine. Each child had a notebook in ygich brief -

indications of intentions and achievementg were made and I

maintained the journal I had begun at the Beginning—of the

proj;ct. _ . | .
’”At this time,‘my reading consisted méinly éﬁ-materials

related‘to’existential and phenomenological rehearch,{g the

human scignces: The work of Ken Beittel and the séudies°of art
processes uﬁdert;ken by his students (Brooks, 1980 (Né£é 25); .
Folsom, 1976 (Note 26) ; Smi§r, 1954-(Note 27) ; Stapletoﬂ,'1976
(Noﬁe 28)), inspired my inqdir&, as did such lively accoﬁnts of
lived experien;e as those written By Michael Armstrong (Note °
29) , Paul Le Bolec and Michele Le Guillou (Note 30), and often
found in tﬁe feriod{cal “éhenomenology + Péﬁagogyh (Not; 31?.'A£
the more basic level of discogrse about the epistémological and”
ontological underpinnings of inquiry in the human sciences, of

¢

the several bodies of philosophic writing which invite a

5y

revision of the Cartesian perspective, I found the ideas 6f

Maurice Merleau-Ponty, and particularly his articﬁl;tion of the

'l

notion of the incarnate cogito, to be-at once the most
inspirational and the most, useful. This reference, originally
made available to me agmg years earlier through Yhe thesis of,w.'}

J. Madenfort (Note 32), had come full-circle. Madenfort was
) | > A
interested in defining aesthetic experience in .order to remedy
) v

what he saw as ''traditional modes of an education for art, with’

their emphasis on techniques and final product', To do this, he

used Husserl’s method of reduction to describe the sensuous

o v

phenomena experienced in walking through qh.avenqe of elm trees.

These phenomena were analyzed in the light of Merleau-Ponty’s

v
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|theory of the body—as -gubject. The notion of aesthetic phenomena

 as phenomena of both our lxvzng bodies and the world was thus
_ disclosed.

‘ For both Madenfort and Carini; Mefjbau—Ponty[a‘ideas about

4

the pre—conceptuak?’sensuous nature of esthetic éxperience ha%é
‘been very 31gn1f1cant Reallzlng that esthetic experience is the
ground for artistic experience, I returned to Merleau—Ponty 8
outline for a project of phenomenological study of human life
(Note 33). -

A Cartesian can believe that the existing ‘world iz not v131ble,
that the only light is that of the mind, and that all vision
takes place'in 'God. A painter cannot grant that our openness to
the world is illusory or indirect, that what we see is not the
world itself, or that the mind has only ®o do with its thoughts
or with another mind. He accepts with all its difficulties the
myth of the windows of the soul; it must be that what has no
place is subjected to a body... even more, that what. has no
place be initiated BY the body to all the others and to nature.
We must take 11tera11y what vision tells us: namely, that
through 1t we come in contact with the sun and the astars,
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Chapter II
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1 The school ﬁopulatioﬂ was 223" children W;Zh 10 teachers.
- =]
The general socio-economic status of.the neighbourhood was

middle-class and included a high percentage of immigrants frbdm a

g

wide range of backgrounds such as Italian, Greek, East Indiap

and Chinese. The kindergarten group- I worked with was composed

~ -

of 21 children; nine boys and eleven girls,

2 Gaston Bachelard, klgire et les songes: essail sur

1’imagination du mouvement (Paris: J. Conti, 1943) and Le droit

(ol

e_réver (Paris: Presses universitaires de France, 1970).

mv—

3 Ernst Cassirer, Lanquage and Myth (New York: Dgéer Pub.

Inc., 1953), pp. 83-99.
4 Anton Ehrenzweig), The Hidden Order of Art: A Study in_the

¢

Psychology of Artistic_Imagination (Berkeley: University of

-

‘California Press, 1967).

S Carl Jung, The Archetypes and the Collective Uncongcious

trans, R.F.C. Hull (London: Routledge & Kegan Paul, 1972), p.

15. ' : :
"!

6 Suzanne Langer, Mind; An Essay on Human Feeling, Vol. 2
‘ i \

(The. John Hobkins Universitf Press,.l972), PP. 265-355.

7 Herbert Read, Education Through Art (London: Faber &
a : >

Faber Ltd:, 1946), pp. 69-168. R

8 Art_Education:The Journal of the National Art Education
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Association, (Voll 35(6) 1982) was a s#ecial issue called 6
“Lowepfeld Revisited'. Contributions by Kenneth Beittel, Duke
Nadenfort, Peter J..Sm{th, Robert Saunders, John A, Michael,
Jerome Hapsﬁan and Edward Mattil present aspeq&g.of the

Lowenfeld ''legacy''. Also, Laura Chapman’s foreward to The

LLwenfeld Lectures, Johm A, Michael ed, (Pennsylvania State

University Press, 1982) and Peter J. Smith’s "Germanic

Foundations: A Look }t What We Are Standing On'' Studiesg in Art

©

Education (Vol. 23(3fl982) both "help clarify the Eontrbversy

that surrouﬁds the theory and practice of Lowenfeld.

o

9 Artwork was photographed every week and since the
children often worked on the same object for several weeké,
b ¢

there were many more photographs than artifacts. Also, the

+*

objects were sometimes photographed from more than one angle,
10 The keywords by which the chil&ren were identifi;d by

Chess and. Thomas were 1.activity, 2.mood, 3.threshold,

4 .persistence, S.rhythmicity, 6.iﬁtensity, 7 .adaptability,

8.distractability, 9.apbroach/withdrawa1.

11 This means that there was more of an obligation involved -
in the decision to be with the children in the school than I had
expécted. I“ﬁad-to be at a certain place at a certain time to do,
a certain thing. It was no longer a personal decision and I was

—

obliged to respect the long-term nature.of the commitment even
.; if the project appeared fruitless. ’
12 Sylvia Ashton-Warner, Teacher (New York: Simon &

' Schuster, Inc., 1963). ’ .

13 Célestin Freinet, La méthode ggggréllg_dugggggig

(Bélgique: Marabout, 1976).
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14 Howard Gardner, .The Arts and Human_Development (New

York: John Wiley & Sons, 1974); §}
15 Rhoda Kellogg, Analxzx_g Children’s Art (New York
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Mayfield Publishing, 1970).

16 Edith Kramer, Art_as Therapy with Children: Notes on
Theory and Practice (New York: Schocken Books, 1977).

17 Henry Schaefer-Simmern, The Unfolding of Artisfic

Activity; Its Basis, ProcessesL_ggg_ngLigggiggg (Berkeley and

‘Los Angeles: Uni&ersity of California Press, 1948) .

18 Arno Stern, Une_nouvelle compréhension de 1l’art enfantin

(Paris: Colfection,'ﬂaction pedagogique'’' Delachaux et Niestle,

19745 . " ]
19 This scale was 1nsp1red by one which Piaget used to
typlfy the react1ons of chlldren to questlonlng in "The Child’s

Conception of the World'", (London:.Routledge & Kegan Paul Ltd.,

1929)',

20 Descriptive Documentary Processes and Formats prepared

at Prosﬁgct Center, April, 1980.
21 Patricia Carini, The School Lives of Seven Children: A

Five Year Study (Grand Forks, N.D.:Nortﬁ Daksta Study Group on

8 -

L3

Evaluation,1982), pp.15-84,
22 One participant at Prospecé described how my way of'
seeing some drawings done by a child she was studfing changed
Her way’of looking at.them, which at the same time; enabled me
to better understand both our ‘points of view on child art. I am

cxtlng from an article by Kathe Jervxs, "A Teacher’s Quest for a

Child’s Questlons“, Harvard Educational Review, (Vol.56, No. 2),

pp.132-148. (, o f
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(parentheses mine) ''During the year, though I saw his drawing as
a mark of social progress; I did not look carefully at the
content. I scooped the Joke-Books off the floor, worried that
they were casually treated by the children, and marvelled only
that there were so many of them, a goodly number of them not
finished. Karen, (fthe teacher) was characteristically
unconcerned, I to them along with'the ‘'Cloroxed'' Drawing Book,
off to the Prospect Summer Institute and left them on my shelf,
ignored until a college-level children’s art teacher (me)
pounced on them when she came to my room for a chat. We had been
discussing her doctoral research, a once-a-week class with
children where she determined the agenda. She had photographed
and catalogued all the products beautifully, but she was
dissatisfied. All the Institute participants had oohed and aahed
over her slides, but she felt her children’s work was
""inauthentic,'" When she saw Daryl’s work (Daryl was the child
Kathe was studying), she exclaimed, ''This is what I mean by
authentic work. This work has the stamp of the child all over
it. What I wouldn’t give to have access to a class that did
artwork like this.' She made me take another look at what Daryl
had invested in his drawing and to pay more attention to how
important it was for him to have the opportunlty to draw.,"
(Footnote, p 142 ) #

»

23 For the check-list, I used a code system to follow these

!
©

aspects of the children’s art making: reprasentation,
5 AN
organization, structure, degree qf completion,

- 24 The prescribed steps of the Prospect approach are: 1. to

identify one or more keyworks in thg child’s serial; 2. to
%

. describe the medium chosen by the child according.to repetitions

and variations and diveréencies; 3. to describe the motif or
theme which is most evident in the child’s= work according to
repetitions and divergencies; 4. to gummarize the child’ st

engagement with the medium and the theme or motif.

25 Cathy A. Brooks,'The Meaning of Childhood Art

Experiencegs: A Dialec¢tical Hermeneutic (Unpubfished.déctoral

¢
¥

dissertation, Peqnsylvania State University, 1980).

-

26 Stanley N. Folsom, The Art Educator in_the
. | . ’ - . }
Pre—ggolescent World: A Phenomenological, Degscriptive Study of
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Pennsylvania State University, 1976). - =

'27 Patricia A. Smith. Formativ® Hermeneutics; The Art of

Teaching Art (Unpublished doctoral dibsertat;on;.Pennsylwania
State University, 1984). |
28 Donnie Joe Stapleton, Ontological Inquiry in Art

ducation: Hermeneutic Interpretation of a Drawing.Serial ™~

‘(Unpublished doctoral digsertation, Rennsylvania State,

-

University, 1976). - ‘ &

. 29 Michael Armstrong, Closely Observed Children: The Diary

- of_a_Primary Classroom (London: Writers and Readers, 1980) ..
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30 Paul Le Bolec & Michale Le Guillou, Les dessins de

Patrick: effets thérapeutigues dgil’exprgggon‘libgg, (Bélgi&ue}

‘

Casterman, 1980), pp.7;18.

31 The regqular contribugions of Ton Beekman, Madelaine -

"Grumet and Valerie Suranskj'Qere particularly ihspiréng.

r’.

32 W, J. Madenfort, A_Phenomenology of the Esthetic_and Art
'Egggggion (Unpublished doctoral dissertation, Pennsylvania State

University, 1965), p. 7.

. -

hY
" 33 Maurice Merleau-Ponty, The_ Primacy .of Percebtion, Trans.

e

James. M. Eadie gNorthwesternthiversity Press, 1964),‘9. 186.
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= ° CHAPTER THREE

s
LN

DESCRIPTION OF THE ART EDUCATION DIALOGUE

In?;oduction

This and the folléwing chapter are the result; of the
process of reviewing the collection of documents I accumulated
over the course of‘my study, including‘jogrnals, slides, tapes
and portfolios. From‘thése documeqts, I selected the art serials
of four children of wﬂom I have completé records c&vering the
entire duration Pf the art sessions, All four of the children
attended school regularly during the three years I taught art
classes there. In addition, they attenddad the fo;r months of
Satufday sessions I subsequently held in my studio. The art
serials Fhex'made thus show a continuity which made it possible
for me t§\approach the distinct artistic idéntity of eaéh child,

The fou{ children whose works I have chosen, Philippe,
Dawn! Christina, and Scott, are shown in Figures 1-4 on the next
pPages. As we£1 as seeming to embo&; what was meaningful‘gbout
khe‘Iived experience'we shared, the work of thoge four children:®
repre;ente@ for me four vé;y Qistinct ways of approaching art
making, .

\Y . - .

Besides selecting -the worksﬁof,four particular. ch?ldren,\l

v - B .
also chose to present nine accounts of particular moments and

selections of work from the art sessions. These moments and

gréupings bec;me the focus of my reflectiors in this and'Eif
following chapters., Carini’s.way of becoming immersed in the

children’s work and describing it as it evolves over time, in
ork anc 2s

order to be ablé‘later to interpret it, has influenced how

\
f

~
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I ha¥e organlzed my material, Ihe purpose of\the accolints and

Firsat Qccount: P2intings Done du;ing‘the First Week ;f

L

i

Third'Account- Dravings ane at the Beginning of Grade One.

Fourth Account: My Selectxon from Each Grade One Art .Serial.

'

Flfth‘Account: Open Workshop at the End of Grade-One.

. . 4
K Sixth Account: Claywork, 'The Christmas Story'.

Seventh Account° Wood Construction. o ' .

Ezghth Account Last Object in Each of the Art Serials.

, Nin;h Accpunt. My Preferred Object from Each-of ghe Art

ot

Serials. L ’ .

. , - B . ,
.
o

xrefkoctiona is to make present the lived experience in which

* s

The account: conta1nod WIthln thls chaptet will descrzbe

)

)
both the objects made by the chlldren and the pedagoglcal

a8 U

gituation 1n whxcghthey were made Each account 1nc1udes “an

prelzzonzst1c d@scrlption of the fdéur

intrbductlon, an

children’ s work an fbflectxve conclualon. Since hhe .

1ntroductxona and the dhscrzptionk ire derlved “from _my

6,

journal: and from the chxldren 8 work they are in the pre:ent
tonse, ag they were wr1tten.at the tzme. Conclgslons th;&fwere

latJr gleaned from g;1s process are in the paat tense. Thex

" .

,1mpresszonlst1c descrlptlon should enable the reader to
*

understand the way the teacher—researcher perceived the

artwork, Photogriphs‘o% the chifdren':“worg accompényihg the

i |
[
i

{,descriptioni ef@hinfenﬁeﬁ to help‘}he reader form independent

"/
¢
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ideas as to the meaning of the accumulating\ﬁvidcnct. The

incldsion, within the text and in the form of ;ppondices, of

. <
ex%gacts from the researcher’s journal also aim to make the

lived situation of my inquiry accessible to the reader, ®
) The First Account: Four Paintihgs

ooking at She four paintings produced during those first

moments of what has become a very longétetm\?ifgtionship, I am

struck py'h§§\g§vious and yet mysterious qach of the childnen

is to me. Now, Sf\course, I know them each rathof well, and am
: N ‘ ‘
aware that each one\i5 likely t@ surprise, delight,impress or

confound or disappoint\ﬁg\in a different wa}. I have, I now s
| % N

. realize, a quite specig%c fé{ftionship with each of'the7‘~

'children ah& wiﬁh the artistic tyles théy make available to
mé. Theée.rélationsﬁipa, as they can be diff.rentitfed from
the general pedagogical relationsghip ;higﬁ I hadﬂwith the .
whole group, is what I will now’attempt to describe. By
referring to this grouping of four paigtings déno by the:
children, and describing how they came to bo'ﬁado, I am_abloﬂfﬁ
to B;gin to bring go light the pedagogical vi&lues undcrf&ing
my encounté;a with the children and thus o provide the reader
with a frame of reference within which the ipdividui@ art
Qgtiais,°ﬁhic§)w§11 be described more lﬁecifically in the next .
chapter, czﬁcbewapptbciated. | : i
I meet the children on the Friday of the week they bégin

~ Il

léhOQl..NO art activities have yet been given to them by the

|
[

teacher, For most of the children, painting is an unfamiliar -
. ‘“ ‘ ‘ ;
i o
Y .. . . .o . /



fbru:h, a big-sheet of white paper and generous quantities of

. o B | .74
activity, I Begin at the beginning, by placing at each child’s
place one col&ur of liquid paint, a larg; natural-bristle
water. Thus, I choose to adopt a "tried-and-true" toaching
ptorogatiéo, that of docidiné which mat;rials and tools will
ba used by each child in the class. I do thiﬂgiospite my
initial intention to asasume the role.of "facilitator' rather
than ”todcheé&, because the situation as I perceive it on that
day, roquiqos that I explicitly identify myself to evoryéne.'

I cdrofu}ly o*plain the handling of pai;t and paintbrush,
0 as to assure that only the desired quantity of paint is
applied to the paper. I offer only one colour-of fai&i. I want
to Eind out as much as I E;n ?bout eaeh child’s relationship
with the art-making experience and I believe that thigz is m;st
efficiently acﬁiav;dlby Yedﬁcing the demands ﬁ%dﬁ Gf.bhe child
to a barve minimum. I want to see what each child will make
;isibleltoupe and how, in terms of gesture, grasp and " «
attitiude, this will be done. I want to find out how the
childrop undnrsﬁahd my suggestion Ehat they become ;riis@s.
Description ,

faiggigg_—lPhi;ipgsi This composition (Figure 5)

contains two separate configurations. Near the top of the
pPaper is outlinod'a house with a door and doorknob; across tﬁb

bottom of the page is written Philippe’s name,‘in mirror

\

fashion, I see the house as being situated on the "horizon'' of

. Philippe’s name, which is carefully placed, letter after

letter, from right to left. However, the house appears

lopsided. Horizdfital lines are converging, apd the overall

RS
2

)
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impression is that of someone who iz carefully measuring the

situation and eatablxshlng himself as a discrete,’ prlvate

K

porson in this colloctlve art making context. I see the
minimalk:m o; his image and wonder how I can encourage him to
become more ongaggd iﬁ the exploration of matter and f&rm. My
concern at this time iz to find a way of coaxing Philippe to
invest more into gis elaboration of whatever ge is doing:
Painting - Dawn, - Dawn’s Qork (Figuro.s)'i: a lyrical
organization bf undulating lines and shapes p{}nted in various
.densities. There isg an airiness to thé work, and a semblance
of movement a}éund and between thehcpapes. From the first, I
am charmed by Dawn’s exclusive use of formal elements #nq by
the lively grasp she has of the art-making situation, Herg is
an unconventional apéroach, neither scribbling nor drawiqg,
but rather exploriné tool and medium and surface.to find out
the potential they hold for her, '
‘ Painting - Christina, Here I sae a c&mbosition bf~three'
distinct configurations (Figure 7)."Central is ; gstanding girl
shape; crossing the surface above is Chr13t1na‘s name; toward
the right hand edge of the paper stands an outllne of a small
‘symbolic house. This Chlld, I rccogn1ze, is already competenf
with at least two different code systems and is also skillful
with paint and brush aqd the organ1zation of sovoraL~e1ements:
on a single surface. I remember wondering, as 2 pLQLQgraphod
" Christina’s work, how she man?god to draé;? face o; her person
using the large brush I hadfgifen her. Sﬁg.must—h;vg/:eparated
out one or two bristlesz and found a wayféo a?hiave just the

-

expression she wanted. In addition to tH&s finosse, I see ih
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Christina’s authoritative, but well-placed, brush strokes an

amazing assurance and control.

Painting -*Scott, Of the four paintings considered here,

this is the one (Figure 8) I re&emb;r most clgarly ag it was
made on that first kindergarten day. Scott painted yit@
boundless enthusiasm nﬁd energetic gesghres, adding more
blaye;p of paint'until the scrubbing of the hogshﬁir brush wore‘
right tﬁrough the paper. I spread newspaper on the floor and
:uggeat;d that he work there instead of on the table. Given
more space, Scott use& ovenAmofe paint and was soon béiﬁting
even the n;Qspaper around his sheet of drawihg paper. }

enjoyed thi; display of exuberance and found myself smiling.

The kindergart&n teacher also smiled when she gaw Scott’s
abundant produétion, "This is the first activity that he has
. really pafticipated in,' she said. Apparently, although politev-
and agreeable, Scott had been chpletely unengrossed in the -
school program. ) o ‘ o ~
Unlike the work of some childrén, who enjoy ''painting -

awgy“.the paper just as one would paint a Qﬁll,JScott's
piinting had a form., It consisted of a fairly applied miss on
the right, wtth strokes going in all &irectiona toward the top
and left and botlom of the paper. Ihe erratic splotches ;nd
drips and the suggestion of ;n "S'" shape make me wonder

whether he may have boen‘playing with the letters of his name.

Reflection

-\\N

A'humpgr of problems had been resolved. My public —_—
idcntity was no longer that ambiguous megth of researcher-baby

| sitter-artist which I kad imag&nod at the outset of the

- . S

& , ~ . ©
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project: it was clearly that of art teacher. This did not mean

that I had relinquished the desire to find out what
artistically distinguishésktHé\chilerp one from the other,

" but that tﬁis desire_would be played out while I was being as
) responsible for the chi}dren ag I could in tke situation..
Thus, the deacr{ptions became t;}timoniala of the ‘ongoing
pedagogical dialogue between myself a; art teacher and four of
the children making up the group with which I worked.

Looking at the description of the four paintings made on
the‘first day of kindgrgarten, I understand that my main
ﬁihterest was in finding'out what each child would cho;le to
paint. As an art teacher, I thought it important to find out
as much as ppssib}e about the personal orientation oé each
- child in order %o b; able to consider him/her as an artist.
From this point onward, all my pedagogical g;als.wore
conceived in relation to individuals. |

ﬁy zecond preoccupation, related to, but distinct from,
the focus on self-direction, conecerned the quaiity of each
child’s engagement with the materialy, tools and techniques of
art making,. Pﬁilgppe, Dawn, Christin; and Scott made available
to me four veryAdifferent ways of taking up my idea anq
practic; of art education. Although little could be understood
at this early stage about each of the children’s art ltylo;, I
was able to imagine how ‘esach one Yould approacﬁ my proposals
in-the future, ainée I myzelf, as a child or as an artist, had
behaved with art>materiqls in the ways that they did, an§
could remember somethin§ aboutotho feelings and thoughts I had

.experienced.




It is in April of that kindergarten year that the air-tight
container full of moist natural red clay is opened for the
first time. I have long favoured clay in both my art making

and teaching and I am happy to be sharing this material with

-~

A

my group of children.
Degcription

any point-of view, an intriguing'stfucture. It looks like a
curving bobsled‘rua and is proépbd up in front and back on
simplified clay cylinders. Several spﬁereg of clay (1§ke
marbles) are poised on the chute, ready to roll down. The

whole piece is about 6' high by. 6' deep.

I know that for Philippe thig ig an important piece,
. ‘I .

because I can see how engrossed he is while working on it and

‘how delighted he is with it when it is complefed. Almo;t thrée
years later, Philippe made ; more complicated version of this
slide: a large cylinder with an opening near the bottom from
.which'a c;rv.d slide descended (Figurg 10). A shelf at the
very top'of the open cylinder contained marbles which, when
puszhed off, dropped Lo the pottom and roll.d“out the hole and
down the slide., When asked, Philippe told me that he didn’t
rcmemser the earlier version.

I appreciate the sultaiﬁed dosire.which is required to

form this particular shape and then find a way to olovafé'it

sufficiently and lupportﬁtﬁe heavy wet clay and the front of

- ¢ \,
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the structure., I ;m pleased by Phiiippe’s,involvement becausi?
he rarely becomes very caught up in the classes, even when I
allow thpechildron to choosé their own materials. Uné@f this -
time, his plasticine work has been of minimal form and small’
in liz;. For example, I think of his ”eyeglasses (Figure 12),
his '""maze'" (Figure 11), hzs sorxes of ”11ghters » his 'pipe",-
his "banana peel'' , his cake wxgh floppy candles and his tah};x
with a ceremonial mug in the centre. His work is usually %
original, and at times even ingenious, but it often shows a
lack of sustained interest. ‘

. Philippe’s uﬁually—shortéattention aﬁan,”hs well as his
- frequent decisions to work with materials or themes other than "
Fhose suggested to the group, present me with a problem.—Whi}e
it is wvery iméﬁrtant to meuthat he become interested iy the
art 'work and involved with some art materials, it seems
equally important to him%io be able to wander around the room.
Typically, helwill walk’;round quietly and nenchalantly while.
everyone else is intensely workiA§§;n whatever project has
boen'decided upon that day, peer at ;hat other people are
doing, occasionally pause to chat with special friends, and,

if T allow myself to be even the least bit available,

monopolize my attention with vivid accounts of last night’s TV

-

program or do:cr&ption: of a ﬁ(::t:ito toy or some event at

home. Although I recogniz; this\as/expressive, and therefore

acceptable, behaviour, it presents me with the challenge of
finding ways of showing Philippe that .he can be playful in his
" T

expression and that this playfulness can be more satisfying if

it is put it into form with art materials. Occasionally thiyp
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does happen, but I am unable to see it except in retrospect.

Clay Model - Dawn, Jhis is a cavern surrounded by shapes
whiéh suggest trees and rocka'(Figures 13 and 14). The |
building has a curved, slightly-domed roof geminiscent of.an
igloo, and has large oéenings in both front and back.'It is
built with many small slabs of clay that overlap and are
supported underneath by coils of clay lined up like ribs. I
watch - Dawn work, entranced by her method andliptr%gued by her
chgich of subject. As I remark how weil the 'beams'' inside the
house serve to hold up the walls and roof,/ahe_amiles.J

Towa}d the end of grade two, whenal ingerviewed Dawn to
verify some imé;e:sions f had, she spoke of this piece as

being one of her favourités. She called it ''the house on

noa

stilts',

Despite thé massiveness of the tree-like and boulder-like
shapes around the dwelling, they all blend together because
all are raundcd, organic shapes. The total effect reminds me
of bawn‘s‘first painting, yhich was a compostion of shape; and
lines 1£ rhythmic movement : “

1 Dawn doesn’t wgually go'this far with. her pia:ticine‘
‘modelling work. Generally, when she is confronted by Fechnical
‘problems ;uch as upright; which topple over or spheres which
refuse to remain fifmly joined to one anothar,hihe stops.
Proviousfy, her comﬁleted imigos\included flat,

- two-dimensional- people, cookies and}pizzas (all richl}
td&tur-d), an intoregting flattened coi} resting comfortably

on four dice-like cubes (Figure 15), a standing animal, a

coiled-up yo-yo, and several dishes holding dented cubes.

_—
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’ Qli!_ﬁgggl_;_ghgiggina* ~Christina': clay work ;a
11fferent from all the othera done on this day in that it~
‘igcludes within one image both twelMlimensional "drawn"
elements and a three-dimensional c;ntral form (Figure 16) . The
main ele;ent in the composition iz a rabbit .

Shining down\on the, rabbit is a sun, ne&tly cut out of a
quarter se;;ent of a circle and haying four ;adial lines. It
is plabed in a corner og'the tile -upport.FTho rabbit is
free-stand¥ng and spirals of clay kwhich Christina tells me
are sunbeams) circle his head., The rabbit is a tour de force
of representation, It is solidly build on four short legs
which are attached to a curved maaaive,‘somowhat turtleslike
body; behind there is a tail., The rabbit’s head is unlike any
I have ever seen. Christina wanted it to be seen féoﬁtally,'
and in ordei tq-aéhieve this, she attached the hoaa; ;ith
smiling, bewhiske;éd face and tfr" Borizoptally and looking
up . Again, hér flexibiltiy manipulating toqhnique a;d .
convention system; appears to me remarkable. 5

- During this cla;:, I ask the children to inapocx their clay

work.carefully when if is finished, turn it in all directions

~

and decide which way it Iéokg best, and then try\to driw it:‘

Ghristina .is one of the few children'in tpe class who

.

fpliow~tpis-in:truction.'Tho'othor.throo‘boing considered here '

‘do not. Philippe smiles quizzically at. my‘auggostion, as’ -

- 'y\\t

though 'he cannot believa that—anyon. would want to do. anything

80 a;lly, thon says . uhortly that ho cannot do it _ Dawn..ponders.

ra
N
her work with penczl p01cod mak.:‘a lorio: of arcs on’ the

ipaper, wr;nklos hot nose 1n‘di:saticfaction, signs hot name

~
2
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'crayoniné. But I do not ask. He is very involved, and although

88
and prepares to leave. Scott is so busy colouring and cutting

. scraps of paper that he does not have time to attempt a

-~

draJing.,

Christina has time to.draw her clay work before the bell
rings. She plicea the rectangular paper vertically, looks
several timesf;t her ﬁod;l and ai the~pi§or, th;p car’fully . -
draws a similar organization of elements (figure 17) . The only
atgiking difference is that the large, smiling, masklike
rabbit face, the most compelling characte;ilfic of the clay
work (but impossible to d;pict without radical adjustment) is=s
reduced to a miniscule circle below # pair of ears. However,

sunbeam spirals dance around tho recognizable rabbit and a sun,

gshines down from the corner. Again,‘Ch#i;tina hés overcome

several obstacles and with audacity and convictioﬁ has put her.
mark on the world. .

‘ ngx;ﬂgggL_£_§gg§ﬁ* This clay model surprigzes ma. }t is ?
a large, rectangular bed in a room uithoug-a door (Figure 18),

The walls roughly follow the edges of ‘the 10" linoleum tile on
which the majestic '"bed'' rests. The walls are of uneven

heights, having been constructed of many separate flattened

‘pieces of clay, whic@fovérlap and are somewhat bent to

itfongthen their surfié;. The bed ha; raiged ofg.s on three
:idex,bwhich makes me think of tho‘érotoctivo edgez one puts’
on children’s beds'@o prevent them from falling out.

It is whoﬁ;i see Scott crayoning energetically on a piece
of paper that I really begin to notice this piece. Sinc: the

only material I have prepared . is clay, I wonder why he is
. N . - ’

&
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cake-like, flattened shape

I cannot figure out what
surrounded- by upright shapes can BQ,VI presume that Scott
himself knows. A bit later, i hoﬁico that he il‘cutting out
many coloured spots, aﬁpargotl} having decided not to continue
the clay work., | T “ .

: Manégino oho class . diverty my attention, and it .is only
when we are tidying up that I not‘ice @ov Scott completed his
work. The AAny littloggioces of'cfoyonod paper have been
pressed into gha wet clay in two_parallol rowl. I am startled
by this very uno-ual combination of mntorxall and }.fxnd the
strong contrast Eetween the naturalness of the clay an the

rtzfxcxallty of’the bits of coloured paper %0 be wonderful.
Exactly what it is meant to be 5 still do not know, since this
is.the first time I have ever encountered a clay bodroom;
.Scott tellys me, "It ia,a bed'U‘Ah. yoa; then that is tho
cover. Scott: nods.'“It‘o a qu11t " he :ays and leaves the

lkzndergarton room sm1l1ng.~
3gjléct;_n \ |

"In the doacr1pt1on ‘of the creation of Scott' “bo&room“f

AN

.several d1dactxc features are clear. My main prooccqpation vas

to be able to cloac;y observe ehah a;t teaching and léarning

event; in order to achieve thi:; I minimi'zed technical .

!

instfuction ana;provihod‘tho simplest materials ponsiblo. On
thl:‘ﬁay, I had chosen clay and ovorydho had participatod in
an exploratory oxefc1se before they. bogan tho1r own creations.
The warm1ng-up part of the los:on had consiitod 6f telling the
'chxldren to bu11d as high a post as ponlzblo out of the clay

-

. and to try to use 111 of their clay Al utull, a lot of '
¥ . . T
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oxchanga: and laughterxwere heard when everyone tried to - 3

stretch the ‘physical propert1e: of the medlum to ite 11m1tl.
They then sang put the names of their tall gshapes; a tower, a
tree, a chimney, a telophone_pole, a skin;y_mountain..

| Once everyone had become involved with his/her own
fctivity: I found ﬁ}-elf absorbed by concerns of many kinds.
Some children needed encouragement even to get started; others
started quickly and Just as rapidly exhausted their interest;
still others had a lot to‘say and needed an ear to list:i and
:om;on; to respond; most needed a bit ofﬁtochnica{‘support at
gome point in the lesson, Givep how busy I was, it'ia not
lurprilin§ that I did not see the cvélution of Scott’s modell

oxcopt in flashes and that only later, while writing the T

Journal and still 1n the presence of the freshly-made clay

\obJactI, was I able to partially reconstruct the event, -+, . '~ o

P

\ thle simplifying the technical ob;ectzves'— in thﬁf case, ¥

‘that each person bulld a three—dimenzlonal object of clay -1

“

wag always interested in notxcxng; and if poss1§10, T oty .

=

encouraging, those children who went.beyond the immediate

\

cont.xt'by searching for miteriali and tools that would -’

enhance their present imige. Scott’s initiative was an example

. L .8

of junt,iuch "goiné bcybnd“. '

2 N ] - “x.'

' . . G . . R
- Third Account; Drawing of a Summertime Memory . ~

¢ . Il , - . N PPN ..
Introduction : . CIE T e s
Ju:t as the fzrst account was a d.:crzptxon of tho f1r:t . ‘-v

art objocts made in klnd.réarton, thi: account is about tho

very first art objects made in grad. one..I am now moet:ng-the .

’ . N 4 ~ -
N N *
* / - - e N L ] Rl
~ - . I . ) . .
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childr;n after what seems like an aeon, in fact, the time \
. ' . /

between June and~Sep€cmber. The group” has been split ip@o two
differont classes, so I cannot count ofi the group spifit I had
grown with last yoar. We aro, howovor;\in our own '‘artroom'

and thus an. aura of ‘specialness surrounds today s ﬁoming

;togothnr This is my first day odza new school yedr; I want to

. meet the children as “aeathotically“ as pocl1blo/nnd also have

gsome 1dea at bhe close of the day of tho way 1n/wh1ch each

Jchild is growxng Crayon drawings are my way 74 dealing with

the-hub-bub which greets me as the children fio thh each
other in their efforts to tell me aomething/xmportant about
their holldays or about this first waeek of lchool
'Inhave put at oach child’s place co) talnorl heaped with
soft? ozl-paatol crayong and large 8h77tl of ghitc paper. This
- to me while I,?a: at art

particular kind of crayon, introduced’

;chool twenty years ago, has romai;7ﬂ my favourite for both my

‘studio work and my tbach;ng. The cplours are clear, can be

‘ /
mixed and overlaid to obtaif antharonciel, and ,are easy .to ¥

apply. ‘'‘They have a “paintorly"/ﬁhality, while allowing for

sensitive lrho dtawing. ’ ,
I ask tho children to £ rst warm up by/makiﬁg a gnsturo;

.
drawing Ge:turo draw1ngs/’4¢ flmi}iar to the chlldr.n as ;

prolim1nary exérczscs to almost. all our drawing ptojocts.

.\
Then, 1 Ilk them to recreate for me one very impértqnt momony

-

- of their s er vacatjon. - L ‘ h

Deg_rxgg;_n - ] i
Draw ng* —_Eh{l_gg_4 Tho crayon exercise (Figuro 19) i:

‘a very encrget17/&raw1ng dono in many colour:, primaxily rod

N N
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blue, .yellow and"purg}e. The swirlihg mass of lines is in.

/"\ 94.

sharp contrast to his t;cond‘drawing (Figufo 20) which i; an
uanual organization of toxturé;, motifs and.configurationl
rondored in sombre colours (black brown, blue, green). I

can t figure out what it is about without help from Philippo.

,Knowxng‘that he has developed a’ preference for topological

-

represenfﬁtion and*that he iikoa to show relations between®
Q

objegts and how things work, I especially enjoy his excited —
explanation of tﬁe'fireWB;ts his grindfathor sets up on the
aandy beach.at the lakq. His slow, lhlllng exclahatipn S

“oh—yah'“ ringa in my ears now as I romember all the d%calions

. when I was witness to his noticing :;?ﬁthang, figuring out

)somethlng or being’ surprlsed by some/small truth’ “This aoemod

'to be his 11fe t blood. Now Izmeo cloarly the szlhouottod

rocket-shaped flrecracker, the dampened :and, bho blackno:: of

the night sky hovering over the cr:scont beach and the many .
afyloding blue(spa;ks thoofing above th;*blackﬁotg.‘Liko '
Phillppo, I see the location~fr0m above and naticn that the
zandy arc is edged with green grass. }ho f1rocrackorl aru at
once dormant and alxve. Puffs of smoke at the bottom of tho
draw1ng show me that Philippe has mado a roconltructlon of hi:

expor1cnce of time as well as cpaco and form. I can al:o see

that when he i:~caught up-in hix drawzng of tn important*

\ expo:xenco, he does not consider how the experience fits into

the space a&ailaﬁlo, which in this case is the surface of tpo‘
paper. o .

- : '
In this drawxng, I rediscover Philippo s onjoymcnt of the ' ~

magical, the Qvorpower1ngcgndff”?bo again hit falcination with

X

.
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fire, 1 remsmber his serie® of birthday:cakes with candles,

»
1

) his lighters, his airplanes taking off on runways as’soeﬁ'é;om
- above, his facing cagz springing Yiidl} out of cgloured
containers, his marble slide, his ambulances and all those

‘ hypnotizing mazes he made during ﬁl- kindorgartoﬂ year,

R ) D;gwiﬁggﬁ- ngn: Dawn’s cfayon exercise (Figure 21% is

-

¢ - also in marked contrast with her second drawing. She applies _

layer after layer of dense colour, starting with blues and
L ’

" yellows and finishing with red. She seems to be searching for‘

———

new tolours and this preoccupation is different from her
approach to ghok?econd drawing, which is spatial and linear,
e (‘/Dawn chooses to tell me about her e'xpe;:ioncea, on the 'Great
) Athntupgﬁ amu?eﬁ;nt park ride (Fiéﬁre 22) . With a single red

Erayon; she diaws str;ight uﬁ to‘the Qop; across, straight

down, up again, across, ‘down, and then retraces -the path with

¥ . zigzagdiﬁd then looping lines whioh‘teil me.bf thg speed and
" the vibration of Dawn's'a&azing ride through space. A
horizontal 1150 cdnt;ining a‘circle in the centre is R .K\
l!upe;imposod over the vert;cal roller coaster, and K
heavily-applied crayon strokes on one downward ;dge of the
concave ‘side of the cig?lé iqdicato the mout'intonse iqitant
of Dl;:zl oxporioncq. Dawn is seen, diminutive, under the

great loop, bosid; the attendant’s window of the “Qroat
Adv.néurd“ ticket booth. What a breath~taking description of
boing\hurtlbd bodily through szpace on a l6opipg, diving track!

, How much sense it makes to me az I remember Dawn’s

‘~ﬁ>‘452&Kandiﬁaky-liko painting done a year ago! Her gesture il,su;e,

the lines are precise, the retracing of the marvellous voyage

- - s
- - » A
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is rhythmic and generous. Her own figure is withou? feet and

seens to be able to ri;a into the air, wefghtlotg.

‘

Drawings - Christina, Christina makes a seriés of
.. ‘

concentric rectangles (Figure 23), gpach of a different colour: .

red, b;ue, purple, pink, yellow, turquoise. These follow the

o&ges of the paper and culminate in a central rectangle upon
T - ~

‘which she concentrates. A white base iz covered half-and-half

with ﬁink and red. Looping lines overlap the straight l$nes of
A )

.the rectangular form, making two circles around the dominant

.
shape. I can feel Christina methodically\taking possession of

her paper with the diminishing series of rectangles and I
perceive her pleasure in the mixing of new pinks and reds, ‘I
also enjoy the repetitive-rhythm of the frames and the

-

spirals, -
Somcyhat aiin to the surprise I felt when'I glanced from
Dawn’s relentless search for transparency witb tge oil cra}ons
to her ''Great Adventure'' is my surprise when I look from
Christina’s exercise to her composzed, quiet, serene tent
drnJing. But then I notice that both works are balanced, both

& . ; L .
bod&n from a base line, both have first been structured.and

then coloured,.and in . bhath, line is more important than
) \
colour. - " -

Christina begins her drawing by tracing flat, brown earth

: upon'wﬁich a sfight, yellow tent is carefully and solidly

erected (figuro 24) . The tent’s triangular front‘openiné
occupies most of its vizible surface. Compogitignally, and in
terms of the focug of meaning, this opening in the tent is the

same as the face of ihe\rabbit\pn Christina’s kindergarten

LN
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’claywork, which was also ''turned'" for the viewer.,How er, °

. this time, the gside of the tent is also inciuded. B;o:§‘§igga,
b

oblique in front and vertical on the side of the tent, show me

that Christina remembers the conatruction of the tent and

-

probably poticed when sﬁe was inside it that when the light

passes throggh the fabric, the seams appear dark. A sun smiles

down on the scene, and to the left are four tightly-grouped
)

trees of the same hg}é&&\ii\the tent. Knowing Christina’s

. clogse relationship with the other three mgmbers of her family,

L}

I look upon this huddled cluster of delicately-drawn trees as
a symbél'of Christina’s family, Her family is presumably with

her in the tent. fﬁus, in a curious way, Christina’s drawing

? 8 .
is about the experiénce of.:§ing inside and outside the tent
' =]

at the same time, Three discrete elements (forest, sun, tent)
Q - ) .

form the bottom-heavy triangular.organization favoured by
Christina. Her concern for visual reéognizabilitg and

correctness of colour.are poetically compensated for by tﬁe

s

~great, happy sun, reminding me that she is living in an
int‘haoly—andmatpd world despite her facility with convention.

Drawings - Scott, Scétt': crayon exercise fills the

”

paﬁor oéually with repetitive, fluid, rhythmic gestures
(Figure 25). The many black dots filling the ”baékground“ tell
me that Séiti i, now interested in‘filling up the surface, an
aspect of drawing which hg&,not concerned him‘formetly. His
drawing of his summertime memor},ihéws this "filling ﬁp“.

tendency. Here I see Scott as most anxiou; to tell us about

o

swimming near the*sand dunes by the lake, and his drawing is

—

an expression of his parficipation in that onvironmoﬁt‘éFigure

AN
[
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25). Unlike the'otherlchi¥dre? in thr class, Scott ?laces hll
paper vertieally and, 'without anf hes;iat:on, lau;cheé intp a T
vxgorous ronder1ng of hxmself 1n a landacape. He shows the
dunoc as three :ymmotrlcal do;on near the top of the sheet A
broad»blua—.xpanae of oqually—heavzly—crayonod ‘'water' cutﬁ
across the paper. Below th1a is more aand Central w1th1n this
dramatic lgndscapo is Scott himeelf, swimming in the blue
water, His inck figure with upward-reaching arms has not
changed gince kind;rgirten, but his ability to impart that
which‘il important to him about his summer holiday, to tell us

something about his world, has greatly expan@ed. His work

always occupies all the space available and what it lacks in

dotail and themat1c elaboration, it makes up for in the .
ganoral vitality of the render1ng style, ~
Reflection ’

I can remember how nervous I was about renewing the

relationship with the children (mh%h more nervous than I had
‘ 4

been at the beginning of the previous year) and how important

it was to me ti>::captu:e the spirit which I had come to
~J ,
associate with “these art-making sessions. My journal notes ~

show me that that first-day in the '""artroom" %ufned out to be
satisfying and indeed, encouraging. Tho'inxkrucgions I’giva to
the children calmed the atmosphére and I ieqsoa them looking‘
bacL over time, remembering, chooséng, evaluating the
possibilitiol'of‘lhowing one”or other of their memories and
moasuring thezr ability to do justice to it in a drawing. The

group had changed doczdodly Their. rclatxonlhip with drawing

and wzth their own past .xperxonce had become more precise and

—’r“ . . ]

l
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~available. I was able to see a great deal of intention and a

high level of intellectual and emotional tension,

Now, ags I look at the th drawings of each of the
ghildren, I see that even at that time I was aware of the
‘bagic temperament of each of the children and that I thus
really knew quite a }ot about them, 7

Philippe’s approach, for example, appears r;thor ra;dom_,
in the first drawing, but is defined, iogical and mothbdicgl -
in the second, ‘ -

Dawn’s image is iaolated and heavily, K applied {;_the first
-drawing, but her secind drawxng is exptes:lve ofpmovement in

. Eeveral wayse,

" Christina’s style is symmetric, ordcrly, energetic -in ‘the '

1
s v

first drawing and intentional, careful, “ground&d”win the

gecond.

v

In his first drawing, Scott appears. to show W,

indiscriminate involvement with lines gna d;tp; in th¢~l0é6hd,

.he is'immersed‘in a careful‘oré;nization~of basic forms, r
Ph111ppe, who is thoughtful is allc*.norgoti;,

enthulxaltxc in his draw1ng and generous wlth lxno, golturo ,

* and colour. Dawn, who represents w1th astonlthzng rimplzcity a

' myrlad of bddzly oxper1oncol, is alno 1ntctoltod in th-

-, ’

-— -

overlay1ng of colour, the dons1ty of :urfaco and can ilqlat-

~ -

the 1ntere:t in transparency as her nnly concorn. Chrictina,
/

who shows graat faczlzty in loarning ruloa and norml and the'

lway matorzals work, amazes me by the v;y she also joyfully

'f:lls a :urfaco with ropetxtxvo gestures whilo oxplorinq

colour., Scott, who usu;lly favour ;,monblitﬁic ctyLo‘of .
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_éompiﬁitioq,‘can also take pleasure in modnlatxng :uffacei and

- X i , . e g./ "

working with textures. . . .

“
4

Fourth Account; Artifacts Which Repres £ the Childres

Introduction - o S

Thit'acgouqt will focus upon fouf'qrt{fabts;(dne from‘

AY

ﬂﬂe;cﬁ of,thg-ghiidren’s‘serials) which I have chogen from .the

work donq in grade one because they geem to me to reflect
somithing basic about each child’s artistic style: Again, the

Liv1ng situations within'whfch the art object: were made, will -,

LY

g be evoked hy rcferrzng to background detall recorded in my

' ®
Jqurnal

Qh;_ect _gr Grade e One Art Serial - _gh_;;_gg_l 'Out of
whito drawzng paper, Phxlzppe has made two aymbollc daggers
(Figure 27) One is vory large (about 14') ; the‘other 18 very -
amall (about 2“) ‘Near the tip of the, 1arger dagger, he hqs Y
made a ralaod tr1angular pockot to hold tho :mallqr ‘one. Both‘ A

> .
daggers aro-in tho ahape of a cross (blade and hllt), and are

} made ‘of cut foldod and gluod papor. FOur tr1angu1ar-shaped

Iplk.l are fxxod to the handleguard of - tho largor ono. I f;hd’
th. total off.ct strzkxng -First of all ono/notos the-
proox:zon noodod to mako -uch a neat obJect the artzstxa ) o

cortainty about what ho v;ntod to‘make and the. &ggrotlzvenocs

[ 4

' which the very proaonce “of a dagget suggeatc, thon one sces

thc humour assoclated with the kangaroo pockct for thc baby
dnggor, tho ambiguzty of tho comploted piacn and the

v

cxprc:;ion of a kind of tondorn-ss in the proV1:1oﬁ of a place

» Lr\r.

for tho tiny daggor.-(Fbr q.journai ontry that helps bo e

L hY -
e
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. situate Phxllppe 8 paper daggpr in the general - context of the /

art clllf, see Appondxx A). |

Takxng into account the way Philxppe choosos his
material, theme and tacnnxque and is able to carry tbenl
througp to make something w1th which he 13 satisfied I v;r}“
much admirn thi:'object I also see here the/;layfulness and

sardonic humour which I have come to assocxate w1th Phxllppe s

art work and his abiﬁ&ty to tranagresa school rules (auch as'

thoae about not making weapons and not mak1ng thzng; that wzll
serve as toys after achool)’ whtlew at{the samgltzme, behavxng-
agreeably. o : ;“'1 L ‘ \4

'_gt_ﬁig_ __d One Art Serial - Dawn*‘ Somet1me at thé

em— e s S S S e i s o,

‘beginning of grade one, Dawn .made thls collage, whlch has

.,

romazn.d one of my prefertod 1tema 1n her sarzal It is a’
non~roprosentat10na1 composxtlon made wrtﬁ tuperlmposed

rectangles of tigsue papor and coIoured cdllophane (Fxgure*'l e

1

28) . The 1mptess1on of transparency gaxned from all the . v

L4

lay.rzng of th1n<colour q paper :cmznds me of Dawn g

""scribble" drawxng done last month and, I take plea:ure in -

rotraczng her careful chozcc: of colour ‘and placement There

il a glue~down pink :hapo‘and a paleﬁblue one; the blue is.

partially ovorlapped by a’ turquo1ao papcr, and-a acarlet sheetw

partially dblcurQl mll throe of .the cohpurl. The collaga is

centrod on, whito paper It would soem a mundano groupxng of

"
’

lcraps of-papor were 1t not for the flnxshxng tOuches, wﬁich .
 ;aro astonilhzng in~thelr simpl;city and their formal value”

The first of tho:o touches 'is a small sheet of " green ’

»

Al

collophan‘ placod right in tho mzddlo of the collnge, g1v1ng

-

e i . . N . .
- . * .
. . . . s e
P ) . }7
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v1gﬂil weight//p—thﬁJ@hold structure . 7

\‘// The sacond ”f1n1:h1ng touch'' 1: a crumplod wad of scarlot

//tlssue paper glued rlght in the mlddlo of tho palnst area of

/’— the whole collage glv1ng to the compo:1tion an arroltihg and

br1lllant hxgh note. _— R

The day Dawn creates this piece, I have ﬁr.parod

collage—maklng as the main lctlvity No lpeciflc lubject

I want'to'f1nd out how'the'chzlqren'will approach thg

a

translucent and transparent sheets before being more diroctiyo

“‘ * ;

in my teaching The whlte paper Onto wh1ch these dolxcate

‘gheets are to ba grgan1zed was chosen to encourage the
g children ‘to p%ay with the offecta they w111 achieve whonl
fransparent ¢olours are overlaid, At the'beginniné of the

1

. lptson[-ﬁe hold'various. colours up to’'the sunny window and

_ewéryonq ooHs';nd ahs at the magicalhappoarance'of brillitqt"

new cdlours, especially when two colours 6vor13p My'hopo'in
, that 1hsp1te¢ by a new matorial, some of tmc chg&dron w111
' move beyond their current repetxtlve pxctorlal organxzationl.

Hawever, I am also well awvare of the danger of providing a
o

contlnual fare of unfam1llar art materlals 1n the hopo that

these will"® seduce the bog1nn1ng artx:tl 1nto more pro;ongo§:

' and actlve engagomont w1th the art procotl.’ : %pf”

A rule-of—thumb way by whzch I Judgc the appropriatcnol:

‘of addxng a new art materlal to thc bqelc paint, crhyonc,,'“

- clay, etc., is to alk myself whqther thzl matorial can be mado"

routznely avazlable after the 1nitial 231.' ofrhandling havo
1 ¥ e .

been learnt Thx: cr1t0r1on excludes oxpontivo matorialc and’

-
L] .

-

*

matter 1s‘sugge:ted; I have mide new materials aviilable, and .

¢

-
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novelty mqtofiaisf;:uch as ;hose quuirod for{leathorwd}k,
mgt;l ombo:liné,.weaving, basketwork and copper enamelling,
a#l of which require considerable directign and guidance.
In my teaching, I give the rules of h;ndlinglaipey
mateéial or using a’ney t;chniqu; in the briefext pésgibleq'
way,_meroly in_ordcr to ﬁoint aht'a-possible direction, The-
"rules' are givog in two or three simple %nstqpctions a% the

beginning of a leasoﬁ; then at least one sesfion is devoted to

erial or technique in an open workshop, where I

using that

can obsfsfve indiyidual behaviour and judge whether or not a ,, ¢

more cuse e agogical'proczaure is.warranéodl Fot exampfé,
- 4 .
on this occasion, I let the children practice tearing and

cutting a sample scrap of tissue paper, then tell them to

‘

‘trade with a neighbour, so that with two colours they can

obtairf a third and thus grasp the notion of transparency. Then
I show them the visual effect obtained with liquid glue on

overlaid colourg, so that they can m§k6 the fragile quality of

 the materials a' conscious element in their compositions. The

instruction 8 intended to prevent undue discouragement and to
provid; seveyal possiblae approachol; it takes oqu a qu
‘minuto: out/ of the frocio;l time we have together.

This 'technical information' flowing frqp me to the

children is an element of my pedagogical dialogue with them.

that I am aware will be taken up differently by each one, and ~

‘wil} be transformed by dich'uniquo vision of the world and

each unique tendency to attribute importance to this or that

- » / L
" oyt of the entire repertoire of possibilities among the

.tochniquos,and;mat’riila of the visual arts. But as modest as

v

g'.

-
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it is, this ''t-eaching of techn1quo" is an egsential aspect of
”~

nty pedngog1ca1 practice.
After the day on whlch the chlldren loarnod
cbllage-mak1ng, tigsue paper’'and cellophano papor were always

made available, and I enjoyed occasionally discovoring that
4
- someone had decided to add collage to a drawing or painting

or, conversely, to use Crayons or pencils to add drawn .detail

to a construction or collage,
L} N.

-In relation to Dawn’s.charming collage, which sums M? the

szmp11é1ty ofhhpproach g0 charactorlatxc of her serial and
gshows how she inevitably achieves an elegant (and occasionally
complaex) cpmposition, I add a short anecdotae.

During the annual endfof—thﬁ-iear—meetings with the
children‘s families, I showed Dawn’s family her year’s serial
in a s;idé presentation. I was surprised and happy to hear

Dawn's father chuckle as he viewed the collago. “I like that.

I really like that,'" he said, I realized that Dawn wa-\

B

recognized in much the szame way at home az she was horo in the

N - o el
artroom; she often made me smile in just the same way.

Object in Grade One Art Serjal - Christina. I have
chosen a plasticine and drawing composition from Christina’s
serial (Figure 29). Christina begins by making a,umiliﬁg horse
of grey plazticine upon whicﬁ two figures are riding. The

figure in front is a girl; the figure in back is ‘a boy. Near

the standing horse and riders is placed a blue, pink and
yellow ﬁlasticino rainbow. All these objects are upriéﬁt and

occupy: three-=dimenzional space. The composition is completed

~

with a background drawn on a white index card with felt

Tt
- 4
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markers. A multi-coloured rainbow fills the centre of the
card; a smiling girl balances on top; two suns shine merrily

from the Gorners- and a black animal ¢limbs the rainbow to

where the girl is standxng

i

[
}

Once again Chrzatzna 8 composition :hown three separate

, cénfzguratxons (see Figure 30). There is a main figuro (the
horse and riders) and two othert, wh1ch make ltatomentn about
background or support; of these two, one, the rainbow, isa

three-dimensional while the othex is a two-d1m0n11ona1

£l

drawlng. On thls part1cular day, Christina is 1ntenloly.

1)

engaged with materials aipd complex 1magc making problom:awher
well-proportioned 'horse' supports thg heaviness of two
‘'riders'', each of\;hich are in themselvesz rather comﬁlicateq.
structures. I see Christiné’s appr;ach (20 reminiscent &f her
way of going\aboué making the clay image of a rabbit in the,
sunshine) , wherein she mixes modellzng “technigques (usxng the

grey clay for Jge main massive elements) with ankinumorativo

]

graphic style for the rendering of finer details (using the

coloured clay),'as Beipg unusually methodical in Epmparilon

with the other children in our group. Even once she achieves
-

the impression she wants, Christina often continues,
- A\
apparently without 'losing her focus, as is exemplified here by

her addition of a colourful drawn background.
P

An important thread in the fabric of my art teaching is
storytfiling.ll sometimes use stories {; help disatract the “
.childron monientarily from their frustrations with the
resistence of materials and tool;, to smooth out the difficult

Jndments of tranzition from their classsrooms to th‘ artroom

LI %

H
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and back again, and to draw the group together and help the
o . . >

students acquire the habit of imagining rather than just
relying on observation and&memory. 0

For the children, narrative mserves as an entry into many

Q
art-making activities. The week before this plasticine lesson,

our project was storybook making. Each child was given one

card, onto which he/she was asked to draw something hapSening.

When this was done, they were told to imagine what could

happen next, and draw that onto a secon§ card, This process
was continued until the children considered their stories to
be, complete. Then, holes were punched on~one edge of the'eards
and these pages were tied togethzr with yarn or ribbon. If the
children wented to, thoyrcould make ?oGgr:, add colour or
collage to their drawings or begin'anothef story. I felt that
the results obtained were very exciting: there wasz a great
variety in the dramatic expression, graphic style, tgchnic;l
choices and theme of the storybooks, |
dn this daQ.wheh Christina makes her horse and riders, we
are all sitting around a large, low table. In front of each of
us are four-lump; of plasticine -.grey, blue, pink, yellow. I
begin the lesson by picking up the plaéticine, one&pioce at a.
time, and warming it in my hand, while telling a story about
an adventure in a farawayﬂlina. Makipg up as I go along, I
talk .about IOMOVIOIt children who are hélped by a pony who

-

lives over the rainbow. The tale goes on and on, with several

b

‘chilaxon helping me to weave it into its final form. Using the

now well-softeried plasticine, the children begin shaping those

details of the story which they each.find most compelling. As

s
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I see that everyone is caught up in his/her own image, my tale

comes to an end.

# Last week I had been particularly enchanted by
Christina’s storybooks, which were more olaborg}d both in
their chroggiogy and their narrative content than those of
many of the&g@&sr children, I am familiar by now with her
repertoire ogxkyaracter; as weil’as with her capacity for
fitting them inéo intricate and fabulous situations. Today, .I
see Christina finish the horse, onto whiéh zshe places herself
and her brother. She then constructs a sturdy ;ainbow and sets
it behind.‘She puts her composition on the_a?troom windowsill,
stands back, looks hard, then reaches for the white index
cards from last week and chooses a handful of felt pens of
exaétly the same colours as the plastigine,. With these, she
;ehders.yet another moment in the tale. '

Qbject in Grade Ope Art Se;i#l ~ Scott, Scott’s

————— ——" —— op—— cp—

-life-size gzelf-pdrtrait is the item of his serial which 1

think best presents Scott as a beginning artist, B‘}or. Scott

achieved a self-port;ait he was :atitficd'with, the work

passed through three stages (Figures 31, 32, 33). Scott began

by painting 'in an outline with quite- true-to-life colours and

details representing himself. The following week, he cut out
. .

the outline and added some more deta¥l. Then, éwo months

later, at a time when no one else waz working on these giant

self-portraits, Scott decided to add a goalie’s outfit to his

figure, and fosplace it with an appropria€o hockey stick and

puck in front of a net. These stages spanned several months.

Al
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Drawing, painting and cutting activity of this type, is

common in schéols. Like many art teachers, I enjoy seeing the
cﬁildren work’together two by two, They trace around one
another’s bodies, and see their hand-held crayon’s slowly
making their way around thq long, amazinygly—co'mplicatod
outline. They ga;e with disbelief at the ro:uiant odd shape,

. 80 unlike the geometrical bodies they are used to makingi I
like to provide su;;?bfent‘paint, mixing containers ané
brushes of different sizes, so that the clothes)vhair and
facial fealu;es can be inéiuded in a way corresponding with
each child’s perception; copception and imagination of his/her

. appearance in the world. This kiﬁﬂ\of activity meets ‘most of
my criteria: it)gets the child;en to m;ve a{ouné, to use a
var1ety of large and small gestures, to be and'to‘inthra;t
with others, to look, to. touch to think, to compare, to act
on and byﬁthat which is central to our exporience of life, our
bodies. Repioducing’“visual reality” is not an objective and
whllq\I appreciate the technical domandl the activity makes of
the chzldren, I know that some chzldron will choose to mako an
qnt1rely fantastic “me“ rather than a roadzly—rocognizablo 2
image, "I also value the way this act1v1ty fills the children

with purpose and :usta}nc their interest for more time than is

\usual for lix—year—old;. . ' - .

N

Y -

After two weeks, Scott’s self-portrait looks neither
.botte; nor worse than those of most of the other children: he
bad been engrossed and @hf results a{:;fh%ro. But I see quite
a\matter-ofﬁfact'rendoring‘of'Scott. I cannot see any:sign
that he has transcended cithcr the resistence of thi material

AN
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or his own embodied self, But by the third step, when he

transforms his image into thaﬁ of a powerful protector, making

A

himself into a goalie, I see Scott as a maker of images.
My jourﬂal entry for that daéz‘(February 26, -1982) shows

that Scott’s work cdn bé to some extent understood when

—

congsidered as an individual expression within a complex

art- teachlng 81ﬂhatlon I include that entry to show the quality

" of our art teaching'and' 'learning sessions, as well as to provide’

»
$
the reader with a typlcal example of a day in class. -

Last week (a pedagoglcal ‘holiday) I came in and rasted all
those self- portrait cut-outs which have been cluttering the

room onto contrastlng wrapping paper, white onto brown, brown

onto white. This took a 16t of time but was enJoyable, since
it gave me the opportunity to see clearly what everyone had
done. It .is also an attempt:-to retrieve some half-finished,

pieces and to convince the children to finish them.

Also the colour-mixing exercise which several (Ursula, Geo,
Christina, Louise) had not finished could be worked on ' while
the portraits are finally completed (I can’t understand why
8o many of the children prefer to spend whole sessions m1x1ng
colours instead of becoming involved in more orlglnal
pro;ects ) ' ] .

As“it turned out, only Scott chose to cont1nue his * - |
self-portrait. Most of the others viewed again confronting
their giant paintings with distain, not remarking upon the
fact that they had been fastened to contrastlng mural paper

Severa] people immediately wanted to work on the blackboard.
This is an evident ''need'. The blackboard and coloured chalk
seem to be extremely enticing to all the children., I have -
brought in some good-quality colours but have not yet found a
way to lntegrate this simple act1v1ty into the tlme I have
with this group.

Today the ch¥ldren have ‘an ‘assembly in the gym and we are 15
minutes late getting started and I resign myself to a morning
of flnlshlng off past projects. =o as to prepare fo;
pap;er—mache next week. This is how it went:

Mary and™ Ann want to paint, Their work’ is so slap—dash that

’ “for the umpteenth‘tlme I explain carefully to them how

‘important it is to stick with a chosen project and to finish

i

L]
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5 Lydia ‘completes her puppet and‘tnen paints. ‘ o . o

ki

it properly They Seem to like my morallzlng as much as I
dislike it and their overwhelming energies are for a brief.

-moment stymied. Our objectives seem to be contradlctory they .

apparently want to start as many activ1tlas as possible in any
given time spanj I want them to stay-with any activity as long
as possible, ‘ -t s ‘

Geo does not want to complete her puppet‘xaylng tha# it is not

hers. Instead she paints and glues, but at the end of the lesson -

she goes back to the puppet, telling me that she will finish 1t
next week u31ng a specaal ribbon she has. at home. . -

- -

Scott s person needs a'vest, he tells me as he begins drawing in
the armholes and the collar. Then he helps himself to a tray. of’.

paint, a brush and a container of water. He wants to add =« ¢ .

knee—-pads because this is a hockey player. Since therse is no

brown paint to help him achieve the" exact beige colour, he asks-

for my help. I tell him to try on his own but that I will be .’
back in a few moments if  he is unable to find the right shade.
Eventually I do indeed help him. With this, he .adds elbow pads,
a hockey stick, a net behind the goalle and some expressxve
detail in the face and a helme -

V4

- ’Chrlstlna completes the paint-mixing exerc1se and then works ‘on

her puppet.

v L

Joseph is absent,

Thomas palnts two empty, desolate pa1nt1ngs.
Dawn draws spring flowers with chalk. on .dark construction paper
having spent about half the period Just selecting the right

' mater1als for her project.

Louise completes last week’s painting and beging“another. -
Annick paints hearts on a giant card to take home to h;f moﬁher.
I spend time showing her how-t'o control the drips and smudgen
and how to'blend them into the background

Philippe draws a monster and his house, both isolated on a sheet
of white paper. I perceive it as unfinished and wonder what. to
do. Alternatives are to accept it (in this case, what do hs gay
to Philippe that would be honest?), to as® him to tell me about
"it (he tells me that it is, a monster and that that is his
house) , I ask where the house. is (hoping to draw his attention
to the fact that the image could easily be/completed if' it were
given a background), Is it on the moon, in the dark, in a city?.
""Anywhere'', Philippe answers, apparently unmotivated to do
anything further with his drawing. Well aware that I could only
insist mgre at my own risk, I n vertheless contxnue, “but the -
monster and his house cannot Justy float around in ‘'space. Finish
your draw1ng .

]

-]‘
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':-'Phllippo '* He comes to me somotiﬁe lator'wzth a line drawn

under the two figuro: and green lines (which ho says is grass)
underrieath. 'Now he wants to make a ‘monster with plasticine and
asks me ta help him warm and soften the clay, all the time
. chattering about’ Chri:txna 8 boyfriend Patrick whom he wants
to make as-a. monstor. A few minutes later he is beside me .
saying he does -not know how to make Patrick, I ask him how
Patrick seems to him., He-says, "I don’t know", ‘I say, ”St;rt
from the boginn;ng then, one thing at ‘4 time". He says, "I’'11l.
., start with the: feet,. He has big feet." I . leave. A féw minutes
later "he appears beside me with one well-made ‘foot and leg for
his model. At the end of the leszson I found this relic on the
. table, a lonely reminder of an idea and I felt a. b1t sad and
dlllppOlnth and also very challonged
’,:Dobbic’has been paxnt;ng w1th Thomas. L offer her a small )
brush when I see that she has trouble planplng her pioture.-

" Again she has done a person standxng on-a balcony of -a house,

" This is a curious image.which has- appeared before and which
despite my conVerlationl with Sharon about , it, remains
strangely undlaboratod ‘ RPN N ’
‘Thomas's hOuso is black with super_xmpo:ed blue gsymmetric -
windows, eyeé-like, and like Thomas himself, watohing. It is a’
perfectly proportioned archetypal house, aolzdly situated off
centrevywithin the frame. of his p1cture I am surprised by the’
bleakness of this very controlled image. His second painting,
"a tent' is even more empty because the black triangular shape
ks placed left of centre and the-sky is a pale yellow and is .
even of. colour and conlixtency beh1nd the tent The ground 1:
© an acid green, .
‘Thomas is so quiet, never asking for anything, dominated by
Debbie who is so. energetic, Today her second painting is of a’
girl. drowning with a giant shark about to gobble her up.The -
-sun is shining out of the same yellow zky as ‘Thomas’s painting, °
and some brush marks on this surface are oxpla1ned o me as
being flowers when the girl is dead and‘'is up in hoaven which

is what ‘she is thinking about,. )

I reflect on the Thomas-Debbie struggle which has been obvidus
to me since I met them both-<last year and ‘which is an
extension of both their family livol, and I realize how - -
1nloparablo this is from, what I am doing as an art teacher,

-

Ursula makos a plasticine rainbow and zom;\Eastor pictures
with pastel chalk on dark paper. As always, she is remarkably.
prolific. \N . \ -

B:.fl_es_ign< . N

‘ As can be underatood £rom the forogo1ng journal excerpt,

/

each of the children was'v1siblo to me, but, try as I would, I



©  example of how much individual sense there can be in an
. : . .

”"‘of art,fxncludlng child art to create the quallty ‘of ‘space. in

vportnait wasg dieplayed,at the end of the'aeaaion. Tha“ﬁotion

“
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could not accurately pred1ct what would grxp them individually

or bollectively or. gauge to my aatzafact;on what would carry

them forward into uncharted.watera._Thls lesson ds more.an
aﬁparently*cheotic,setting than of aucceaa in planning,

Indeed, Scott did take up my cue, but ghis had'more to do with .

his desire to see hlmself as a goalle than it did thh his

incllnatxon to follow My, 1nstructions This .is an important

'qualiflcatlon; since to the extent that I make all the .

1mportant declaxona, I keep teelng myaelf not the chlldren. I

am bound up - .with the chlldren in this pedagogical meetxng, but

- o

it 1s~1mportant to me and- 1n the intetrest of an underatanding

o

v
whzch each child can “dream the myth forward“ (Jung or

Cassirer; an expression often used by Pat'Caridl)’ K /// "’

Yes, I was’ pleased that Scott contanued and I appreciated S,

the extended attentmon he - gave his image. But I waa alao

~

pleaaeg.tp notice that not one of the othervchxldren waa,'

‘;}diyerted from his/her chosen medium whenuScottfa”transfbrmed

-

3

of completlng ‘and ~even, 1f possxble, later tranlformzng a

.piece is 1mportant ‘to me, but 11k6 other educational valuea, I
saw that: this one m&&t be purveyed with'aenlttivﬁty and some
. . s

. . i ]
caution, > ‘ S » i

I can see that within' the pédagogical:dialogue I was Lo

beginning to identify each of the children as a'different kind

_ of artist, concerned with differentwfunéamentala-of'li{p, and

. . . £
that each was becoming competent with specific approaches and

. - : P
- N Y . .
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féchniques to help in this mediation of.the world. L
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Fifth Account ; Open Workshop_at the”Eng:of Grade One

- ’
3

Introduction . co . -,

‘4

. This actirity was ﬁlanned epecifically to provide me with

edme clear information ahqut the @hildren's preferences'for

certalh materlals, themes and technlques and “thus no instruction-

. .

was glven other than to choose a- work area and “make -whatever
»

you want'', This-day. then, 1s a red letter day. for me. For almost

two years I had been gradually teachlng the group to-work w1th,

:: . . N Lo " PR .
and thus to ideptify with, materials {n such.a way as to

encourage the merglng of anterlor and exterlor realities, .
4

1 was about to be with the chlldren w1thout !’troducrng any

»

new materlals, visual elements or mocabulary, and without’

Rreséribing,or even Euggesting themeg(’bn the basis of'what,the

.

_children did, as well as what I could learn about . the: experlence

%,

by attending to the records this ewent would enable me to see

T “ ‘-

how the chlldren were‘evolv1ng as‘arflsts ) -

- N
®

. Four distinct work areas were organ1zedtii§i:e‘j;§£oom- one .
groupxng of tables had tHe construction supplLé rranged, with' '

sc1ssors, glue and coloured papers- another vas spread with'

4 ) .

-_newspapers 'and had trays of 11qu1d paint, brushes, water

»

‘contalners and various sizes of whlte, grey and black,paper- a

fourth had coloured felt pens, 0il crayons, .pencils,’ charcoal

thlrd area wag organi€§3>for modelling activities and incuded

the possxblllty of choos1ng between clay and plast;clne-‘a .

v '

chalk and a Var1ety of dlfferent sizes and‘colours of drawing

" . . ,

N
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Sxpce I don*t remembet vory clearly what happonod in the

k4

tlags, and a:nce the Journal entry is” br1of and rofloct: a

. someyhgt negati?e ;eactlon to thma par§1cu1&r lo:gon,_I_decido

-

o listen to the tape recording in order to recapture tho

feellng of that day. I can hear that all the children seem to

i

be enjoying themselves. The toud voxces of several of - the
~c511dren are partxcularly noticeablc' among them is Dawn, who

chatters throughout the lesson. She was alzo the last to leave

\
———

and I remember ﬁow difficult it was to convince a number of
the stragglers to go back to tbeirlélasses. I hear a lot of
joking among .the children; as well as singing and jabbering

into the,miqrdphone and numerous requests for help with

4

" .materials. On one:occasion, 1 admonish Mary and Ann' for not

gsticking to their chosen §c£ivity, but otherwise, I hear
o ' \

myself talking humpurously with the children, always

aﬁpreciativé‘of their work and in good ;pirits This surprises

s

' me gince" the Journal entry points to my s1ngular lack of

o

1nvolvement with the lesson that day and my total lack of

., satisfaction with what the children mada, "

-

thice!;invgn Open Workkhop - Philippe, Out of all that

‘13 available today, thlzppo has chosen a 12”x18” sheet of
pxﬂt.constructlon pPaper, a yellow, a- brown and two: orange .,
lengths of pipe cloaner- red, purple and black 10ngths of mop
lwxne, black, .purple and orange felt pens tnd some scissors.

In the centre of the pink paper, using a black crayon, he

‘drawa'the contour of a machine as seen from abdve. Then he

b} N
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fixes the yellow, brown and orange wire Pipe cleaners into

intgrsecting arcs by pushing the onasﬁéhroughlthe paper. An
orange‘wir; encircles them, binding them together and forming
the three-dimensional insides of an engine. Red cord joins two
of the arés partially together and then trails off to be
attached to the burple cord. This ends in a hole cntoriné the

* .
machine. The black cord comes from another hole and ends neat

~a drawn electrical outlet, Opposite this on the zame edge iz a

drawing in purple saying ''on' and "“off'". This is the coptrol
switch of Philippe’s motor and is a construction aboui‘th,
mysterie; of mechanical working, about the wonders of complex
systems, ab9u£ a desire to h;ve gsome control over a
complicated phenomenon (Figure 34).

I look to th; waoeks preceding this and see that when left
to his ow; devices Phiiippe.has maa;: |
1. A giant pair of 4' plasticine cube dice, joined together by

‘ .
a length of pipe cleaner inserted in corners of each of the

dice I remember that._ Phxlxppe was unusually delighted with o
-th1: obJect while I’ saw it as being oxtromoly triv1a1 and I

.rocognlze his preoccupatzon wzth thingl that rofur to tho '

metaphora of "chance”, “surprise“, "playing with the unknownh,
nl.iopen' "
sl

2. A flattened’horrof mask of clay with open mouth and fangs.

N

+

This is crudely fashioned and sztands in sharp contrast to the

, ,

”dice“ and the "machinoﬂ. . , ‘ , ’

3 A :uperbly-drawn holicoptor with a "“6" (Philippe’s ago) on

, the door. Shading shows the diminishing form of tho back;

1

lines. on windows indicate glass which is concave; wheels are’

] - LY
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pldced exactly as needed to achieve balance of the vehicule.

‘Philipﬁe is clearly'in tune with whole forms and has a

aremarkable grasp of interacting and interdeéendent elements.

Choices in an Open Workshop - Dawn, Having Begun bf'

!

completing a collage started last wébk, Dawn now decides to
continue with these materials, and thus she stays at the
construction table., I can see that she has made an image of
herself, a well-proportioned figure, diminutive, in a walking

position, centered on the horizon line of the bottom edge of a_

sheet of orange construction paper. She is smiling, dressed in

mauve and pink and has red hair (Figure 35). Now Dawn carefully
.adds a sun and a small red buttérfly. The final touch is a
gseries of purple and orange lines of moﬁﬁtwine glued in easy

moving lines étound the figure and filling the orange face of

the 'sun. ,

Dawn tells me that this is how the butterfly keeps out of
re;ch of the girL and my Aemory carries me backlto 'The Great
Adventurg” pict;rb she ma&e last S;ptember. As sﬁe did then,- .-
’Dawn again creatés herself, but now she has her fegt firmly

planted on the ground and possesses considerable technical

W

know—-how. There is no doubt that she is again rendering the
experience of participating in a harmohiously—moving world. (Oh
sevéral occasions in charcoal drawings, in a collage; and once

in a painting, Dawn put ‘into her images human~-like renderings of

« —

»

God looking down from the sky.)
L, ’

. She puts her image aside, having finished it to her

satisfaction, and Peaches for another sheet of orange paper.

L4

LY






. 125
This time, she cuts up some styrofoam egg cartons (Figure 37)

’to make a row of seven yellow and white '"flowers''. In the

rd

middle of the flowers she draws little(orange faces and petals
and she adds green stemsz and leaves with felt markers. This
amazingly-rigid little garden surprigses me, egpecially since
Dawn is so pleased with it and sees no need to addres=z the
bottom half of the paﬁet, which is completely empty. In” order
to understand, I review Dawn’s year’a'work. I wonder, am I
overvaluing her moving, linear qualities? If not, how do I
account for this military row of flowers?
| .I see in Dawn’s work ;ince October a rather continuous
exploration of “"flower' as form, motif, me;ning. Rareiy are
flowers used as background or adornment as, for example, in
Christina’s work. They are always present in themselves, as
flower ﬁocklaco;, flower bracelets and rings (Figure 37),
flower vases (Figure 38), drawing of singing.flowers; even a
Vonus—fly—ﬁrap flower shaped out of plasticiﬁev which she-made
when the class did a group project on strange creatures.

| Today’s garden é;n thus be un&erstood as a moment'in the
development of Dawn’s hommage to flowers, .As I look more '
6losoly at ha} ‘'"garden'', I see that this is not strictly
speaking a re;;£itive row of idoﬁti;al flowers, but rather a
symmetrical éomposition of altornafing yellow and white,

resulting in a balanced composition. Ins;do each of the .

o .

semi-closed flowers I find that the minute face has an

expression of amuacment P » ' L3

th_iﬂ!_;._.sn_st_ WL._h_OP__Q_L tina, As usual

Christina sets herself a complex series of problcms to solve.

"

N
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Having chosea a sheet of yellow construction paper, she next

\\helps hersel

to some blue, turquoise, yellow, orange, pink

. and grey plakticinei Her ambition is to make a plasticine
picture wéth a large bacﬁground. She.fashionl two radiating,
multi-coloured flowers out of the plasticine, and, after some
effort, manages tg conviqce them to stand up. Then she makes a
skirted, smiling girl, adds yarn as hairiand places her
parallel %9 the two flowers (Figure 39). Butterflies, birds,
clouds and a blue sky, all made of collage materials and
highlighted with felt pens, serve\ai a background to the girl
and the giant flowers,

Here again is Christina, working in her usual £01d

manner, bending a series of ;onventions by combining two- and

-three—dimensional elements into a sort of ''tableau'

7 on .

organization, where spatial gepth iz always ambiguous.

As I look at Christina’s creation, post-modernist
painters come to my min@. I think of how they often disreg;rd
ﬁoth the ''vanishing point' and the 'topological' frames of

reference while suggesting depth on the picture plane and see

~“; 'l in Christina’s rendering just such an energetic struggle Wwith

' lastic and visual elpments. ; N
')/f% . At the end of the class, as Christina folds the paper’'to
/ ' ;;ax it into an ypright background position, I ask her whether
she ﬁax taken her idea from Alice in Wonderland. ''No," lh.
'answers. "I~Ju8t vant to make loqzthxng pretty to take homo.“
Recent\artworks ‘made by Christina which seem to have led )
+ up to this‘p;ege are:

1. A large, painted Mother’s Day card, in which multi-coloured
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" the endangered one; being up and being down; light and dark;

'glued on, a devil with a flying witch and a pirate with a

e
AN e
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flowers have been combined with drawn details, some collage
- ~
and a written text on a well-definpd’gfzkground

2. Last week’s 3’ tall marionnette of her mother, to which

numerous strands of black yarn were added to represent hair on

o

- an otherwise-flat paper collage.

e i, e, s St S—— S

chosen a sheet of green construction paper, then a- yellow one,

and proceeds to. make a cone-shaped teepee, I am amazed that

there is such homogeneity of approach in the group, ' s
consgidering that there is such a variety of possibilities ’
available to them on this occasion, % .
Followihg much, struggle (which I witness without
ihtervening), he fi?ds a way to glue the teepee fo.the‘grasi
) énd adds sticks to the roof opening. He then coﬁstrucés the A
human drama. He cuts ; horse out of paper and glues ithlying#,
down; it is presumably dead or injured. Acrogs from the horse
lies an Indian, open-mouthed, A cowboy wi ‘ a ?iatolxil
standing near the teepee (Figureﬁ40).
Scott includes in‘his image many oppositai: the | {
protectivg dwelling and the'outdoors; th/: dangerous pcrso$ and )
/

living and dead. This kind of tfory—ﬁelling has become a main

theme in Scott’s work. A few weeks ago, he had made out of
clay a two-~headed mOn:t;r “"strangling a girl'" (he told me). He

has alsd made a friendly space croafuro with one large eye

sword., Several very elaborate aircraft carriers had been the

scene for the enactment of war dram%l. ) N

P
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Interspersed with these throaéining images, there have
also been such benevolent ones as a clown, a baseball player,
a series of treeszs, some flowers and housoz, houres with v
imposing rainbows arched over them and a very intricate
rendering of a bee flying toward a hanging bee’s nest. The
imag;a are‘oftog about power; they are simple, monumental,
o@t—going and out-looking. |
Reflection =~ -

.Remembering .this event was difficult, becaﬁsé apart from
having organized the artroom into four separate workshop
.areas, I dxd'not feel that I was actively engaged in the \

art-making process. Looking back at all the proposed themes,

suggested materials and demonstrated techniques of the two

P

years leading up to this moment, I could easily identify how .

L

each one wag an important fragment of my own expariencé and
understand the value it Qould have for someone else. My
deliberate .abstention this time from active participation—in

what tho children-wero'doing‘made it difficult for me to
maintain contact with their art-making activity. Whereas ;n
paat l.lﬂenl, the children often cho:o materials and‘Epemes
quite apart from what I proposod (and were indeed encduraged
to do s0), they did so 'in spzto of" a proparod agenda The
paradox is that I am almost as 11ttlo’m1n“ the :1tuatxon when
I pavo imposed ”chqice“ as when [ toach the tachniques and

' mcch:niq- of art without reference to the long-term dialoéue
thh‘oach of tho children. So it would seem that there iz a
trade-off. What I gain in insight about what the children

spontaneocusly do; I lose in the quality of thq dialogue., As

129
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each child selects, reflects on, organizoc materials, there is

no mganing for me the teacher and I am thus Qutsidohtho -vont
having, in the final an;lysis, nb‘memo;y of it. Thi: lilton,
whilat useful for the study, left me as teacher without a
curriculum through which I could apprehend lhe individual
choiecs, and left me ultimately, as enquirer, w{thout the
zense of vivid experience which I usually al:ociatohwith'tholo
‘deacriptiohs. fhat is, although I had always believed and f"\\\{
thought that an art Eaachér ideally ''sets the sc;ne“,ang then,
although maingaining‘h nurturing and caring attitude, just

hangs around to find ou what will happen, I found out thft L

for mysalf in this particular teaching situation, such an

approach precluded my identity as the art teacher,

Introduction

>
It is early December and today’s theme is the Christmas

Story. Clay is our medium and the mod‘lling tochniquti of

building with coils, tiles and pinched clomonts are revised
\' '
before the main theme is introduced. A month of g}nwxng and

paxntxng has preceded this project and from a’ glance agfmy '.
journal notes 1 see that this is my way of responding to a - .

whole series of artistic and expressive needs which are

t

( becoqing ever more expiicit. E{Fract: from my 3ournal; over a

period of three waeks give ‘some indication of the podagggical

climate (Appendix B). . ) ’

Description | ‘ , . ' -
"The Christmas Story' =~ -_Ehiliggg. Philippe conttructc a
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gingle, standing, pear-shaped figure, onto which an
’ . ; Iy '
equalyy—maiaive pprherical head igs mounted. This is the

beginning of a Christmas angel; long arms extend from the

sides of the robed body and meat in'frbnt,'forming hands held

ih prayer, Two wings made of thick slabs—~of cla&, from which
the outline of wings afe cu@,'i}e attached at the back of the
figure. The only fine details are the delicatoly—balancod,halo.
suspended above the heaa,,the eyes and th‘/smilg. The faéiala
f;atures are pushed into the soft clay face and a bif of hair
ig added. The overall imprelaidn of simplicity and candour
constrasts Qith that conveyed by Ph;lippe's more usual
complicated and difficul£—to-undcrst1nd art objects (Figure
41).. Dnl; the halo, which, having boén deftly joinod to the
figure at the back, gives .the appearance of hovering above the
head, reminds me of Philippe’s individual style. B

“ “The Christmas Story'' - Dawn. Dawn haz made a:;wry'rough
'seﬁblancd of a receptacle, the manger, into which she pl;cos
san oqually-roughly—wtought baby Jesus. This figure il
fash1oned of two spheric shapel, one of which bears a few
cursory 1ndentations probabfy intended to ropro:.nt a face.
Unde:zf’th the ranger, some wads of clay are haphazardly »
tryi to hold up the main form (Fxguro 42) . {

~I am struck by the fragmentod appearance of the clay,
since I know how important it is to Dawn to havo clear, smooth
images. It is apparent to me'that lho has struggled wi;h the
clay, and 1 see her rendering of the baby J;:u: as being at

onge'pgthéfic, in as much as it is a reflection of trial,

error and failure, akd couragi:i:,ﬂlc it rqfloctg her decision

A




L]

] X
. ' . o ~ 133
toestay with her iqitial degire to make an image of the

central figure in the Christmas Story. Dawn’s accomp}ishmenth

here szeems importaﬁt to me, /fiince she hag not taken the

+

alternative attitude which I encounter often &n such cases,

that of rejecting the final péoduct because it does not

1 Y

‘measure up to the origiﬂal idea:of how it should look, She is

-~ willing to allow it to stand as her claywork.

. “The Christmas Story' - Christina. Christina has made
\
Mary, an angel and a donkey. They are all &mall and rather
delicate and rendered in considerable detail. Mary’s figure

has been given the most attention, It has a long trailing
- ¢

cloak, a well-proportioned body and a smiling face. The angel

holds a basket and';aa its wings .spread as if it has just
descended into the Christmas tabieau. The donkey has gmall
poihted ears and‘an;upright tail and, were it not for the
setting, could be mistaken for a dog. Again I see Christina’s
choite of a three-element composition, in which one element is
central and the other twa serve to situate it (Figure 43). The

donkey is Mary’'s source of physical support; the aﬂgel is

Mary’s source of delight and marvel. Mary exists in all the

confideénce F now associate with Christina, whose narfative
:ty}e of imagery shows the Christmas Story to be about »
relationships ;mong living characters.

. “The Ghristmas Story' - Scot#. Scott has madefgne of the
kings. The feet are lafge eﬁough to suppo;t a solid, stocky
figure bearing a cube-shaped gift,‘which is held _in
outstretched arms, inh a pose of offering. A proﬁd crown tops

the king’s head, wﬁich rests on Well-formed neck and
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carefully-fashioned bow on the gift, thofo iz no detail.
Scott’s king is striking, both in the way all the parts of
the figure fit together to create an image of authority
‘Plonded with generosity, and ia the way the theme has been
wrought from‘clay (Figure 44) . 1 feel, in the ;urfac.s of the
.gift,‘chtt's carefully-pressing fingeras seeking go produce
exactly the right six-gided shape out of the lump of clay. The
crown, yhich has been fashioned fr;m a strip of clay, was
flattened, cut into a szeries of even point:,.thon bent into a
cylindrical shape and firyly pushed down on ﬁh; }ing'a h;éd.
Tﬁe precision of Scott’s gestures impress me and his completed
image, as well as demonstrating technical virtuosity, ° N
expresses to me the essence of Scott a3 I have come to know
him, | |

Reflection

o

I sme that the chfice of the Christmas story as a sg@jgct
thal day was in no way arbitrar;. The theme is part of my pa/st
more than it is part‘of either tho;galt or the present of the
children. My way of dealing ;ith an uneasy :?%uation was t?
put myself more explicitly into it and to d;mand of the’
chzldren that they participate in an activity which was almost
ontxrely determined by me. The group did indeed participato,
each porson in hzs/her own way, following a short discussion
of the bzblxc;l story. I see how far I have come from the
original idga.of following the children in their process of

making art and I realize how utopic was the idea of being

someone ofher than a '‘teacher' when working with children in

o




7

‘ C 135
this school. Considering the relative merit of the very

controlled and controiling teaching I have b‘en doing, I come
to the conclullon that such an approach meetl the noods of
certain situationsz quite well; it creates, at least
temporarily, an atmosphere of security, and although it
prcqludas the kind of ?xperimentation with materials and
themes that I valgh so highly, it frovides a setting within
which skills with‘m;terials aAd techniques can be taught and
the d;gree of competence acquired cag)be evaluated. The
Christmas lesson enabled me to compare the children‘in'terms
;f their ability to identify mythic characters they wanted éo .
represent, their plea:uré iﬁ working with clay apd their |
engagement with the medium, a;d their ability to bring the
imaginary identification and the investment in the medium, to
a satisfying conclusion. There was also the p;ssibility for

the children to find ways of placing their figures with others

" and aharin% their work, which would oblige them to view their

own art products from a certain distance. All of these were
considerations which I was able to attend to, since thé b
teaching stylaJI adopted that day provided me thh a basis‘for
comparison of the way each child Jent'about‘the activity.

At first glance, the productions seem different inlvirtue

) of-whitweach child chooges to select from the ''The Christmas

Story“. Philippe haa chosen to work on the image of one of the.

more esoteric and dxfficult to-understand aspects of the
Cht1atmaa story - a praying angel. Dawn, by her detarminatlon
to make visible the presence of the infant Jesus in the )

manger, makes evident her ability to focus on what is central
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in any situation. Christina’s three standing figures tell me

how she imagines the Chrittﬁgs scene and sees its meaning in
terms of a number of people being together. Scott’s king
bring;'mé into contact with Scott, whom I have come to know as
a particularly forward—look?ng, generous, outgoin; child,

“In terms of the taechnical devices which the four children
choose éo employ, there is also variety. Both Scott and Dawn

use incised fine details; all four use modulated masz and

joined coils, Christina’s work shows moro\waricty of structure

‘than the others. The gizes of the four clayworks differ,

Philippe and- Scott, both of ‘whom have worked with the entire
volume of clay, have made figures stidnding about seven inches
in height; D;hn and Christina, who have broken their clay into

a number of small pieces, have made objects th9t are quite

c

small,

-
I e

All four children use both the pinch and the asslemblage

-

techniques and, with the exception of Dawn, who has apparent

.difficulty with the techniques, they seem reasonably competent

with them., The most technically-difficult aspects of the clay
models are the assemblage of the halo on thlippo': angel, and

the supporting of the basket\by Christina’s angel and of the
/ . .

1
gift by Scott’s king.’ )

Thoughts like these about the relative qualities of each

of”the children’s art serials had now become a‘part of my wiy

of looking at the group work at the ondﬁbf each art class..

-

Whereaz, at the beginning of our relationship, I had been more

attentive to the general degree of ''success' of the day (that

-~

is, I was looking for evidence that there had been a certain
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degree of involvement with ideas and materials), I now

accepted that some of the children would completely fail to
come tocé.lati:factory conclusion and loocked instead for
apccifiE ligna\of change within the individual art processes.

This comparative approach was something wh%gh”L,had*arriV§ﬁ’if”#'ﬂfﬂ

PRSP

gradual}y-gndwwhieh—wti"?ﬁ?ﬁzzz;:/;;;f;cquired rather than

d.liberate;

Seventh Account 3 Wooden Construg&;gg_

——-—--——-—.———— e i, w——" SHn—— —(——

Intreduction . . .
This project began in January, but d;i to an extended
Feach.rs"striko it could only be c;mploted in March. Philippe
finished h;s woodonfconaﬁruction the first week. Dawn added .

the final touches to hers the second week., Scott built the
base for his structure in March,. The\ﬁsprn;l‘ﬁotea in Appendix
C give the background for this construction activity.

Wood Construction — Phil ilippe, Philippe has made a tree
out of several p1ocea of wood glu.d togethor in an uprxght
position (Figure 4S5)., One piece of wood is the base, another
is th. trunk, &h; third is ;iuod to the'trunk in "T" formation
at- the top and is parallel to the bage. Fabric and %grd placed
over the third piece of wood bocomc the branches. To make the
branches, Philippo cuts o‘ila circle of green silky material,
which he places t6 cover and overlap the top of the structure
and glues to the "T", He then dripes a series of uneven
lengths of green mop Ewige over the green sgilk, radiating from

o

- the centre and hanging down at different heights f;&m the



2

2



. 139
base. The imprezsion he creates is of a stately swamp tree

;dripping with moss, Bits of brilliant red cloth are attached
to the dangling branches, heightening the effect of an exotic
tree laden with flowers or fruit. The mo‘pt.arrofsting detail of
the completed construction is a felt-pen drawing of a yellow
bird, which Philippe has carefully cut out and glue;l to the
trunk in such a way as to make the bird visible through a
giant knothole. I now see that this tree is intehded to be the
home of a small, half-hidden bird. In terms of Philippe’s
style, the inclusion 6f something which is very much alive,
and at the same time half-hidden within an elaborate
"container'', is becoming cl‘e‘\arly ir;tportant.

Wood Congtruction-- Dawn, Dawn has made an unusual bed
out of twelve pieces of long, narrow blocks of wood (Figure
'46) . The total structure is about 20" long, 12" wide_and 12"
hig'h. The first pieces of wood are élued into a rectangula}
frame, with an opening'le.ff: in one cornerx ("so that the persor;
can get iné\o the bed' as Dawn tells me). Upright posts are
glued to the three other corners a;d a sturdy upright is
placed at the head of the bed in the mlddle. To this upright
iz added an g\verhangxng length of wood, glued to the top and
i proj.cti’ng {ver, giving an i‘llu:io.n of containedn’ess despite
the generous expanse within the. frame, As if to stress the -

importance of this '"roof" on the bed, three lengths of red
A

cord are attached carefully to the underside of the 5
qverhanging roof and a blu.e, a yellow, and a red ball of
tissue paper are glued to the tips. These tissue balls l;ang

9

down and .nlivqﬁ an\othewise—austore organization. At t.h"e

L} o .
. "
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end, the surface of the bed is added (Figure 47). A rectangle

-

of pink-flowered wool is cut to fit J;e frame and, as I watch

amazed, I see that Dawn has found a way to add this to a )
structd}e‘which cannot be turned over. She covers tﬁe eégo: of
the fabric with glue, lifts the whole frame and places it
evenly onto the cloth., There is now a floor as well as a roof;
the construction has six sides. Dawn’s deft and delicate
touch, as well as her perseverence and her ability to plan her

. 13 4 w
work, are now quite observable traits.

3

Wood\Construction - Christina, Christina wanted very

much tom ke a house, a real house, and she gathers quantities.
of wood\t' do just that. T; the flatter pieces (those which
Philippe ugsed for his ''tree'') she assigns the function of
"floor''. The w;od pPieces are sorted\accordingito size and
placed side-by-side to fo;m a single surface. The walls of the
house arg'assemLIed from the 2'x2'" lengths which Dawn chose
for her bed. Once everything‘is ready, Christina begins
joining the pieces. However, she iz not able to do it, because
‘the gcontact of the edgég is not precise and the glue takes too
long to dry. 1 offer some auggogtions, but Christina is too
engrossed £§ take heed. At the end of the hour, she is
completﬁly di:courqged,‘having managed to join togothe} only
fiQe boards for the back wall of her house (Figure 48) . Both

" gshe and I are very diaappointe&‘that her ''interior'’ has not
materialized,.

project to his gsatisfaction. It is a tall skyscraper

constructed of a number of 2'x2' boards glued together. It is
t
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about 18' tall, on a base which is 6'" square. Doors and .
windows are drawp‘with'felt peng, and bits of brown velvet. are

added as roofing, A piece of corrugated wood mol@ing is placed
. s f
in front of the door to represent steps (Figures 49 and S0).

This whole construction iz finally glued to a large flat

board, which enables Scott to carry his construction home.

-~

An_Afterword to this Account ’ . /
) v

When we are finall} able to continue the art claasea/in

March, I try to help the children finish the ;ork which was
beguﬁ 8o long ago, but I am only partially succegsful since
‘%Ehe wood structures are now quite obviously part of the
'children's.distant past. Other projects are baegun’ (soft
sculptures, a puppet show, Easter picfures) and I am obliged

to do the best I can to pick up the threads of our'interrupfod
felationship. ' K

The dpqﬁmentation shows me that in later weeks, ;ach of
the children finds a personal way of using the left-over bits

of wood. Philippe’s most interesting object iz a ''capera'

L] N -

' (Figure 51) made from a gingle ﬁﬂpce of wood that has a small
knothole at oné_end. He covers the wood evenly with shiny
brown material and adds some back-and-forth lines of bright

red mop twine,.which he glues to almost cover the front of the
' '

caméfa. Although delighted with the effect and the way hq'can

see in a special way through the peephole, Philippe forgqgl

)

the camera at school. ’

Dawn makes an offering for her new baby sister (Figure ‘
»

52) . She gluedibohether several wide rectangular shapes to

form a standing column. The front surface of the top rectangle
v

P
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is coloured dark blue and has a turquoise rendering of the

e DIANA in the centre. The 1 block ies th
name : ﬁ" e centre e .owe; Noc; 735515; e mesgage
"To: Diana have fun in your baby life' written in many colours

on the natural ¥%ood. Dawn decorates the assemblage with tiszsue

N

paper and takes it home asz a gift.

*

,Christina’s singular’ lack of success with this medium has
left her with unfinished business. Her very first ;hoice of
material the following year was wood. At that time, she was

abl; to glué‘three lohg boards together with no apparent
ﬁ - . . .
difficulty (Figure S3). She chose a box of coloured chalk and

drew a barren landscaps containing a house in the centre, a

AN

moon, clouds and a number of '"M'" shaped birds. I,ath}H her

how to '"fix' the chalk drawing because she wanted to take the

object homa. ' \ : : .

Scott makes@a bench~-like s&ructure, a crosspiece resting
on two uprights., The uprights are wrapped with gold sfilk. At ~
the end of the seszsion, Scott takes a red felt pen and draws a

ragged red line across the middle of the crosspiace. '"This is
<
blood'', he informs me. ''This is' a karate block', (Figure 54)
* T ’ .
he adds, and proudlx takes) it homo\?o show his older brother,

Lancae.

Reflection o ;
- It became more and more evident toshe that my immediate

-reaction with regard to the relative success or failure of the

workshops was not a very reliable indicator of the overall

Al

success of my project to trace theﬁdoyeiopment‘df individual

child art styles. My jourmal notes more often showed negative

*than positive azsessments of my performances as an art teacher

L ’

g \ -

&
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and the children’s performances as beginning artists. Seen

frah my present porspecti;o I have the impression that at th;
beginning ;f each lesson I had a rather utopian image of what ™
wag about to transpire and that this ieé'me to invest

considerably in the preparation for each new“dgy. My momotaos

of hdwing discovered, while I worked as an artist or as an art
teacher, forms and images which wore’iﬁportaqt to me, dictated

. . h)
largely the materialg, themes and techniques'I choi& to work.

<

‘ .
with, Thisfﬁtogethér with 'my analysis of the readiness of h{:-

-group for ever more'&emanding approaches to visual expression, .

gave me.the impression evef&’week that that leszon would be

the art teacher’s eguivalent of a masterpiece, that during RS

that day’s class Mary would suddenly realize that her amazing

‘strength of person#lity €ould be more satisfactorily directed

toward finishing a drawing than rushing from one idea to°the
next; that Geo and Lydia would at last become less mutually
%

dépendent and strike out each on her own; that Christina would
. : e
finally become less concerned with the careful manipulation of

materials and give some rg&n‘to her intuitive sense of form

*

and colour; that Philippg would alléw himself to be.taken over

by the sensual pleasure of working with frt.matoriall. Now I vt

see that this is what kept me interested in the children and

their work,. but also to some oxtont obstructed my full

- o

appreciation of what they were-atcomplishing in the heres and

/

now,
/

&




! . 147

s G S ity ST, G — S— a———

gggclus1on of Descr_gt 8 _of School Setting .
I could see that I was a long way from my\inftiai idea .
which conceived of childroh az natural artists. In this
situation, the tradit%onal’tonp;nsibility of the teacher took

frecedence over my id‘ntity as a researcher. This could be

" seen in my dec1:1ons to initiate group projects, xgstead of .

organizing the workshops dround materials and theme\\thch
necessitated individual processes. (Appendix D is a journal
excerpt describing the high-lights of several weeks of
puppet-making, which typified the atmgsphere of the grade two
art le;sons.) Xl%hough I.had bogun'the project with the idea
of ”goliowing“ the children in their idiosyncratic processes
og takisg up the tools and t i \ art, it had becom?
obvious that unless I helped the group to‘ find a purpose for
a}l their making of things, most of the individual processes
would dwindle into quite trivial ;nd short-term explo;'ations=
of materials, ’ ,

With such collective projocts as puppet making, the
underlying research question, whzch focuzed upon 1nd1v1du;1 &
art procesa, became tran:formed ‘into a search for the specxflc
qualities of each child wxghzn a specific context, My earlier
way of thin#ing fboug child art impl%fd that it is pos;igle to
apérohond innate tondenciesAgx context-free phenomena, My
second way of thinking about child art saw all human ction as
being in a dynaﬁlc relation with a 8ituat10n and thus as being

relative. Each of the childron was indeod somewhat preaent as

some essential artjistic and expressive qualitiesz and the
/ .
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idiosyncratic grasp of technique and composition and
determined by his(her preferrences for the sensual gqualities
or physic¢al properties of certaiﬁ materials, was now mor e
recognizable than it had been earlier. However, all this could
be known only as being part of something ;lso and thus the
unique vis?on was a vision of something, mediated by
something,)situated in a place. Disclosure of the pure art
process was no longer my intention.

In this cagse of the pupﬁet-paking claa:,{the context was
visible as an ensemble of chéices and preparations and
concerns:made by me as the teacher. I provided the materials

i

for the making of the puppets and organized the class for

™

putting on some performances, The children mi&o their poraonal'
visions of thd world partially v{sible to me and these bquye
forms agd?fif’the backgro&nd of m} teaching. ..

y At~this point, acutely aware of the ambiguityﬂof my own .
' process as aa art e@ucator whose idea of simply 'following''
the children in their art making had not prq@,n feasible, I
decided to interview each 6f the children individually. Th;i
was an attempt to find out,;hother there was something I had
overI;oked, somethiné I should have known, something would ‘
help‘me,undetstand why I was still prgaqiz;ng the weekly art
workshops for the children when I wanted them to reach out on'
their own, o ‘ -

The interviewvs éook éléce in‘the a;troom,.whoro all the

materials were visible and the children’s portfolios, full of

three yearl;of productions, were on hand. Since I expected

s

<
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that each cgild's memorie; regarding one or another aspect of
the art-making sessions would point to what was most important
;gr ;'m/her, I made each intorview—; conversation about what
we fJCnd in the child’s portfolio and about the materials a&nd

displays in the artroom. I prompted the children to talk about
their experiences and asked questions about the preferred

pieces in tho1r gserials.,

Rather than learning a great deal that I didn’t already
kno@ about the childrén’s experienées, I discovered that the
children had little to say except as related to very speéific
remembered events, (Fragmeﬂts of the branscribe& iqter;iews,
tégatheg with an analysis, can be fand in Appendix‘E.) It was
‘evidont, however, that mggt of m& ideas about the ;rt classes
were understood by the children, but that they were ;ble to
become involved in a project to make art only if it was easy

“

to do so. There seemed to be nothzng I had overlooked
$

however, 1t occurred to me that the ch11dren were 80 conscious
of the value of what we were doing that perhaps I could be

more demanding in the future. Such a new approach would

require a new setting.

»

Eighth Account; Art Work Done in my dtudio
Introduction : L w

The children are now in grade three. Rather than

.

‘continuing to study the children’s art processes at the

school, I have invited them to my studio on Saturday mornings.

Not everyone is able to come. Those who do come bring their

older or younger brothers and sisters. Thus, a fluctuating

\
. \ : )

e
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group of between nine and fifteen children gathers in my: 190
studio at nine o’clock and worké—until about 11 o’clock. As
they’arrive, individually, in pairs or in groups, they decide
whatﬁthey will do and write this in their personal notebooks,
which are kept near the entrance. We now havd more than tuigoJ
the amount of time for our work as we had at tgﬁ‘lchool, and,
_since here no school bells ring and no teachers come to remind
us of other duties, we can continue as long as wé need to. The
following ,journal entry helps situate Philippe, Dawn,

‘ Chfi;tina and Scott in the art studio among the other

children.

Journal notes: January 7, 1984, 11:30 A M
Darlene and Nancy have just left with Sylvia. Lance and Scott
left with their Dad. The morning was very hectic and I'm
exhausted. It was also (compared with the kind of art classes
I remember from last year), very calm. The family-sibling '
aspect, I believe, is the saving factor in what could
otherwise be an impogsibly chaotic event. It is as if everyone
knows what to expect from the others and a kind of vigorous
— harmony is maintained. Marianne aqg,Chriltiin also spent the
morning with us and although they are new members in the )
group, they fit in well. :

Lance and Scott first wanted to make a dojll crib for their

gister Cassie’s doll but when they began hunting around for
materials, it was apparent that they would have to wait for

another week. When I suggest that they make a large drawing to

plan their approach, they quickly. decide to make a table to go

with the gold chair of some weekz ago. They had found some
“magonite'' which appealed to them and later fjund wood which g
could be cut to the length they wanted for the legs. All the

sawing, sanding, gluing, nailing is accompanied by valiant

attempts to reinforce a sagging mid-section,

Christina, in the meantime, had the idea of making a

tablecloth for the table, since she has begun using some

wooden blocks to print on fabric. Thiz took up all her time

and zeemaed very repetitive from my point of view, althoughl’it
" didn’t bother her at all. '

Annick painted with Christian and then, using collage
materials and fabrics from the construction corner, invented
three different costumes ‘which she hung in the dress—-up corner
ready for the next group production.

~
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Marianne &id a tree collage and then finished her history
poster. I noticed a drawing which she had left on the table
was omulatod by Dawn and the results were astonishing,

Philippe left a sheaf of drawings that he had done at home. I
am puzzled by them. One depicts a plnk castle surrounded by a
moat which hag shark heads poking out of the water. Another,
an interior with a Christmas tree and fireplace drawn with
great precision, has a framed picture of a soldier firing a
gun hanging on the wall. These two are drawn using a ruler and
pencil crayons. The third one is done on black paper using the
white china marker I had given each of the children in a
folder of art materials that they could use at home. This
drawing shows a graveyard with tombstones and ghosts. The
names of Scott, Lance and several of Phxlippe s other friends
are on the ltonos. I am at a loss,

In a corner of the studio someone, (possibly Dawn?), has left
a miniature set of dishes, fashioned from the white clay to

dry. This must be intended to be part of the table and
.tablecloth production. Interesting!

-

Evontdally, ow;ng to outside pre::;res, I'halt the on—going
documentdtioa. The wgrk“which was done on the last day of the
project, while the children were at the gstudio, is described.
next.

Description '

Artvo ;g_gg_ghg_gggg _Day - Philippe, Philipp; has decided
to make a 11noleum print (Figure 5S5). He works besgside Scott’'s
older bfothef, Lance. Lance never has any difficulty kngwing '
what he wants to make and this morning he has n0°hbsitation in
beginning a fortress with aﬁ arch?d door and an hmorican fiag
flyihg. Philippe makes a similar shape, with a rectangular door
placed in the middle like a window, a cloud, a sun and a flag,
The fortress is carefully outlined and the contour reveals two
towers, oach‘haviné three turrets. The door in the centre of the
facade indicates that this iz a drawbridée and thus £hat there
must be a moat around the castle. The tiny"sun is shining

2
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brightly, but the cloud is the element in the composition to

which Philippe haax accorded the most importance and it is
visually dominant. Both boys print these linocuts on papers of
" several difforent colours (Figure 56) and they mount the saeries
on largor,lheots of construction paper. |

Artwork on the Last Day - Dawn, Dawn is making a

three-dimensgional Valentine for her gother. To begin with, she
folds a 12''x18'"" sheet of white drawing paper in half. Then a
heart~gshaped p et (Figure 57) containing green, purple and
yellow hearts drawn in oil pastels, is c?loured red and orange.
Bright yellow and palé blue hearts are‘elongated to become an
arrow pointing at the amall purple haargprln large cur§ing
letters Dawn has writgen acroas the pocket lo Mammy to my
Love' .  The other side of the card iz a fold-out book of four red
hearts cut tggether out- of construction paper ({igure 58) . These
are carefully glued along the middle fold line ae§ each page is
decorated with a different-coloured heart., Inside (Figure 59),
on the right hand side is written, ''roses'are red' with humdrous
little touches of coloured paper. On the left hand side;'a large
heart is added and this becomes a receptacle for three paper
hearts on long stems. Written in many colours on the large base
ig, 'Love iz the anser no mater wat the quistion'. All four
pages of the card show sirong contrast in colour, in form and in
the way the co*positional elements are handled. Careful contour ©

contrasts with areas filled with gestural crayon marks. Words

cqptrast with signs. Three dimensidnal shapes contrast with flat

lhagp:.

| Since today’s date is February 11, at the end of the
N
{

Y






- appear trite to men'ﬂowever, I remember the many cheerful,
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morning the card is tied Yogether with szome pfni ribbon and

taken home.i ?;"

o

Artwork on_the_Last Day i;gh;igzigg. Christina’s

involvement in the Saturday morniog sesgions is mostly ingthe
foro of giving help to otoers in their projects, Rarely does she
initiate activitiez, but she is always welcomed by the g‘mﬂt\she
chooses to join. Exceptions to this tendepcy to‘allqw43;§::>‘

Pecple’s projects to preoccupy her are the day when she arrived

with the expresged. intention of making some large wooden

.

’rainbows to decorate her bedrdom, and the two gifts_s&e made on

>

L]

this, her last day with us.
Today, she flrst makes a pair of yéllow-cellophane glasses
for her cousgin, whose b1rthday it is (Figure 60) To make the

glasses, she attaches a long elastic to both ends/of a strlp of
o>

transparent paper. She then cuts a piece of putple v?lvet to

»

size as wrapping paper kFigure 61), and write® birthday

gfeetings on the"velvet using light and dark blue crayons. She

,folda the glasses and secures 1n the fabric with sone tapec

(Figure 62) She putirghe glasses in her coat pocket as she

-

leaves at the end of the lesson. .
-9
The :econd obJect Chr1st1na makes is for her Grandmother. (

It is *a feltpen drawing o? a rabbxt (Fzgure 63) cut out and
assembled from a aned, decorated sheet from a notebpook, thep
mounted od“casdboard._Christina tells me that it is a_menu card.
At first glancef I see the familiar and stereotyped resemblarice

to Bugs Bunny., If I were not awaré of Christina’s histéry of
, . V4 .

. using humao—like'animals iq her imagery, this object would

&
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smiling animals which Chrigtina has created in the past,

including the clay rabbit made early in kindorgarton (Figure
16) . : “
L g
The clay rabbit stood against a lively background. This
’ ‘r -

rabbit is both the form and the ground (Figure 63) ‘and it holds
beforé it a flat surface wh@ch can be written upon. I see it as
an interesting continuity and tranaformation of one of

&

Artwork on the Last Day - Scott, Scott has decided to make

-~

Christina’s preferred themés.

a cradle for his s;ster’k Cabbage Patch doll. He begins (ﬁiggre
64) with a cifdboard box, to whHich he adds’ﬁressod wood gides. ™
He paints these blue. Then he gzets about making two upright
supports (Figure 65) Petween which to suspend the cradlp."This‘
involves learning hqw to use the electric drill, fitging the two
posts into the prepargh holes, and drilling holes in the upper
engs of the posts from which to suspend the bed. He then paints
the ends red and white (ﬁigure 66) . Whén the paint has dried,
‘the blue container i; hung with great care and attoniioqm
‘Balancing the cradle is diffiéult‘becaule it is too heavy for
. the structure (Figure 67). Nevortholels, this rickety ltr:ctuno
is admired Ly all the children,
| Furniture making.has BoenfScott'z’main ing.roat'-incq
ptember, Often he seeks help from others, most often from
,fzzilippe and from his brother, Lap;o, bgi also occasionally from
Christina. ﬁe is determinea and remarkably po;sevoring, even
yhen w&rking on his ownland when g%l work repeatedly falls

apart., He is always proud of his work, anxious to show it—to his

family and happy to take it home.

\
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For my part, I would like to see Scott take on more than

~ s

this ctrxctly ”funct1ona1“ object making, so that he would
baeacome more aware of and conversant'with the elements of art, -
rather than just with the mechanics of it. But even though I
ghow him some books and posters with examples "of fantastlc

objects which relate -to furniture, hoping that this wi l fire
his im;ginqtion, his real interest remains mak;ng a chair he can
git on and take home at the first opportunity. In fact Scott
was .80 taken wlth the “look" of a wooden table he had mzde, that
he didn’t even want to. pa1nt it when he had f1n1shed the Y

construction._Possibly the. texture of the wood appealed to hiq,

because when“L:sugge§ted.that he use some varnish to heighten
the effect, he was delighted. I wonder whethe; he hasn’t been
diséouraéed by the fact that a chair he made last fall changed
colour and decoratiogs several tim;s (just about'evéfyone in the-
group having added to ;é) before he finally took it home, a”gold
paintéd chair with black stencilled stars and moons,.

Reflection
/ The art work ﬁade in my studio looked giff;tent f{om the
objects that had been made at school and three interrelated
factors—surprised me: the way éhe children infiuenced eacg

other, helped each other and participated in one another’'s .

,/jroductions; the way projects naturally snow-balled and took
. “ .

’&eral wgeks to complete, yielding completely unforeseen
results; the manner iﬁ which most of the children ascribed to
fheir work a definite function, sometimes at 'the start of their
endeavour, and ‘sometimes at §he end, as if the usefulness of it

in their‘daily lives, was extremely important, Not only did the

’ e

-
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possgibility of building quite large things out of wood and

pressed board allow for a new kind of expression, but the
distinction between that which‘was individual and that which was
coiibctiveﬂbecamé increasingly blurred. o

None ;f the childrén in the group were the least éit
interested in the art books, which I made very much available in
the studid, nor in the reproductioné of art, the print; or'tho
examples of adult art that were hun; on the walls. Such |
occasional attempts to link ghe children uS\with reproductiona'
of art. from the "real" arf world, seeméd to .b\e futile. ‘

- ' !

Ninth Account:

e S (TR —— C——— P—— S— S S—— S —— S—— S — S — S S —— — ——— —— A—, —— — W— S————— S——

Here I dépgrt from the chronological aﬁd
collective;y;situatgd approach which I have so %ar been usiqg;
The descriptions of these four oﬁj;cta (Philippe’s fold-out
.card, Dawn’s mixed-medié drawing, Cg;istina’& painting, Scott’s
ceram%c bird) a}e ihportant‘to the total descrip%iop of each of
the art serials, becausbtthqy enable me to'poin£ tq some
quaiitiés within each of the serﬁals which hayen't'comc to the
’fore in the comparative %ormat used until now,
just before Christmas, when Philippe was in’'grade tﬁo. He
generally completed class projects very quickly, then Qandorcd
‘around Iooking at what the others were doing, gazﬁng at
displays, ;x;ﬁ;ning objects put to dry on‘tho window lcdgoi or

searching through the confainers of materials, tools and scraps

-
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" ~to f;nd something hg liked. This is gélsistent with Philippe’s
amiable, pensgive aﬁﬁ autonomous pr;sence in the artroom. Since
the object which is described below was not part of a group
project, it is evident that Philippe makes his own decisions
regarding materials,.teéhniques arid themes. I remember:

:;discovering Philippe’s card while tidying up after -a hectic
mural—-making session and being enchanted by it.

Philippe has chosen a large sheet of purple construction
paperh;hd folded it in half, to make the beginning of a giant

Chrisémas card. Inside (Figure 68), he has drawn a. tall

-

" Christmas tree;‘dripping‘with yvyellow and red decorations and
toﬁped by a yellow star;mopposite the tree is glued a small
package made bf manilla paper folded into twelve sections. The
package is secured‘By a length of red twine, which runs through
a perforated hole around the back of the card and forms a bow.
The bow can be undone to reveal a ribbon (Figure 70), indicating
that the package is a gift. The ribbon is also drawn as a bow:on
a purple background above the ''gift", At the very centre iz a
car that is discovered wifen one undo;s ;ll'thi threads (Figu;e
71).;The car, which iz speeding along a road; is outlined in
red, while the driver, fights, wheels and the frame\around the
éﬁr are drawn with a black feltpen. Philippe explains t9 me that
the little sheet of white shiny cardboard in‘tho card is
regserved for a message which'he will write oﬁco he_decides who.
to give the card to. ‘

- Philippe folds the giant card into its original position

and glues a great red cross of mop twine across the entire’ ‘

surface (Figure 68). This is a third and final rendering of the -

A}
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_colour'tﬂe gargoyle-like windows, which cover the whole of the
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red ribbon: that identifies Philippe’s object aszs a gift,

££§£g££g§_9higgg;:_gggg* This‘drawing(ia one of many made
by Dawn during the sfring of her grade one year (Figure 75). It
combines'a\mixture of media, including crayons, felt markers,
paint and oil pastels, ayd is done on ty%evritor paper.

I have chosen it for the way it reflects those qualities of
Dawn’ s artistic style which are most interesting to me: har way
of taking up themges cémmon to all children and making them
explicitly her own her own B} incorporating a moving airiness
into the total compogition, her oriéinal treatment of the
familiar themes "and her joy in fbing‘aril

This drawing has ''Dawn’s House'' painted ‘acrosd the domed
roof of an interesting composition dominated by She frontal view
‘of ‘a house. There is symmetry at the bottom an& a flowing line
at the top. The flowing line, which is the sky, is very dark -
blue, and Qt times;‘overlaps the house. Turquoise clouds are,
like %hf sky, carefully ren;ered. The movement of this part of’
the picture is in sharp contrast with the straight gorizon line
at th; bottom and the thin, rigid trunks of the two trees on -
either,sidg of the house. , : :

Dawa has chosen:.to use bold, sharply contrasting corour;;

‘ghe places a small, vivid-yellow sun, ih “a corner of the

dark-blue zky. Bright p{nk,~surroun§od by orange, iz used to

* .

front of the house. A very small, pink door under the windows, °

drawn in the middle of the house, looks as though it couldbe———
\

the mouth on a sun-glassed face.

The image shows tenszion, force,'ttrongth,'movemont and

L4
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balance; boundaries are very important. The flanking trees

leaning in toward the house look fra;ile. A very fine line
contou®ed around the base of the house confines the
delicately-tinted surface. It is the sun and the trees which
maintain the picture’s balance. The most curé?us aspoctlfof the .
composi%iﬁn are the way Dawn has outlined the roof and ther
:allowed the sky to overlap it, thus producing a transparent
effect, and the three-dimensional quality of the house, which
seems\to protrude out of the picture plane.’ &=

Ther; are no people in the picture, which gives the image a

dream-1like aura, an;\\hen the paper is turned upside down, the

\\

house‘looks like an ark riding gn a nwelling mass of water. A
special kind of ehergy, a tilting and holding, a touching and
o &

not touching, an interplay between all the elements characterize

this drawing by Dawn,

Preferred Object - Christina, In the winter of her
kindefgarten year, Christina made a painting (figure 73) which I
very much appreciatef’because it 80 clearly rapreson;s her
ability to invest greatly in paint, colour and pictorial
organi;;tion without worrying ahout how it looks to others. It
is obvious that Christina had a good time making this image.

3 The painting is large and Christina seems té have begun by
colouring a turquoise frame around tEP edges. Then, u;ing,white
paint, she made a geries of five hoirts which follow a curving
path across the surfate. She outlined the hearts with purple
paint and continued thh %/;' colour to make a mandala of two

concentric rings under the line of hearts. W;th yellow pa1nt

ghe very carefully covered the surface around the hearts and the

r
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fand 11ght areas dom1nate the paxntxng and I cannot but be struck

» ( ) N
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{1ng> addlng a ring of yellow inside the large purple c1rcles

Returni

to the or1g1na1 turqdb1se, she pa1nted a centre to her

mandal and ngned her name in an archlng line over the mass of

ric 11nea. Since the clear ‘blue palnt on top of the

— o

yellow~preates green, these last marks are all green Apparently
*

a4
Ah‘ppy w1th the effect, Christina éontznued to mix the two Y

conc

—

colqurs, using great vertzcal up—andfdown gestures from the rop

£

to the bottom of the paper. Green Begins to surround one of the /
hearts and covers the ‘A" of her name. ét this point, Christina

seems to have stood back from ner work and gsaid "That is it!"
[
Loocking at this image, I am reminded .of the expressionistic

v

canVaases of Robert Rauchenberg, Jasper Johns, Hans Hoffman and

4

'quwane, wherein eymbols merge thn_the surface, and I am

Y
» -~

cempelled to wonder‘whether this is a landscape or a series of

191ggs spread 1n playful 1nteractzon From a distance, I can. make
‘ - . P

out an eye with lashes and a brow The cfmpos1t1on is balanced

and thereeas a. suggestzon of a shidow along the edge of the

I’larger expande; 1& is as though Chrlstlna had 6§§11ned a place

‘within @hich to play, and then 1n five well -executed steps, @

us1ng-blue, whlte, purpl% yellow and blue-green, completed her

game, p1ac1ng herlelf at the centre of a, luminous world. Dark

- 6 T

[ )

ﬁl ’ A"

by-th@'care which Chrlstzna'has taken to avoid covering ﬁbe five

‘.
"?’I\

- little hearts, - * BN w :

-

A Eggj_gred Obl_gg Sco tt | This iz a’ clay model of a large
swan thh an archlng neck holdzng a fl!h in ata beak (Fxgure

83) Scott has built, it solldly w1th a firm base. and a strong
- . \

N

AT
' neck and added,outspread, poxnted w1ngs*exbend1ng from the

.
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sides., The-graceful neck ends in a sharp beak; the eyes have

been added rapidly ;1th one jab of a flat tool, Tﬂe angle of the
haaq expressés readiness, tenszion, a qhality of alertness. The
work shows a degree of competence which I usually associate with
artists, not child artists,

Whether this ﬁiece of Scott’s ''oeuvre'' js accidental (since
it so little resembles most of the objects in his series) I am
not able to &etermine. Posgibly, he borrowed the idea from
Ursula, who also made a bird poised for flight that day. But the
'clay model reflects to ﬁe some of the qualities which I have

. come to associate wifﬁjgcott as a person and ag an artigt. From
’the_ﬁeg{nning, his work:haf hgen chd};cterized by symmetry,
movemgnt and an overall monumental appearance. And the sense

(Y

evoked by the swan’s sharp beak and general attitude is

-~

consistent with other objects in Scbtt’s smerial.

Reflection

/

Ph111ppe 8 Christmas ca;d isg aomethlng he made. exp11c1t1y
to g1ve away ‘He was be1ng distinctly prlvate in his
over—layerzﬂg of a powerful, energetxc centrae. Through this
pzoc?, I am in touch wlth Philxppo az someone who.does
significant work outside the framework of school instruction.
. ""Dawn’s gouae" wags also made as a private rendering
,Gxérossing hé; understanding of her home. As it waslmade'with;ut.:
any external :uggo:txon, it is aiI th;'more ce;tainfto be
~ expreszsgive of hcr ltyle. At the timo it was made,,I did not know
? what it was about, since it is 1mpossiblo to‘be sure how
literally anf child means what he/she says. Dawn was clearly
making her hodiof but the question was, is it a fictional house,

4

3
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a desired house, a remembered house, a surrogate house, or the

houge which she experiences daily, the‘one she lives in? I
discovered while vigiting her home several years later that Dawn
was indeed making her own houée. The roof on her family home was
rounded, but in profile, rathetr than frontally as' in "Dawn's
House“u I saw that the small front door shown in the.drawihg
quite accufaiely pr;sented tpe feeling of going into Dawn’s .

- home, because, since the mqiz,living area is above the entrance

to the\ house, anyone standing at the front door tends to feel

dwarfed) by the importance of the space above. The goggloilike

arance of the windows in the picture was Dawn’s way of
. . 3

'repreﬁenting the curved bay-windows which dominate the house’s -

facade. ‘ '
\

>
- .

Thus,; this drawing permits me to focus on the quality of

'flux between ‘the cohventions of Dawn’s outside world and the
5 . .

inventions which ahe brings to that reality,
Christina‘s painfing, by contrast, is the result of a
painting class which had the specific didactic objéective of

helbing the éhildren become more co“%tent with paint and

-

\
paintbrushes. The fact that I have chosen a work of Christina’s

. which came out of such a restrictive art-making =zituation

\]

indicates to me that I perceive Christina as being exceptionally

creative in settings that other children may find constraining

and‘aimiting.

Selecting this pPainting also lets_mg focus on the kind of
{

energetic formalism which I appreciate in Christina’s work, but

which o0 often takes a back seat to her equally-formidable

capacity fo make what her kindergarten teacher used to call
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‘"pretty pictures'',

Scott’s ''swan'', like Chrjftina’é non-r;prespn£ational
Ppainting, was made on a day when the materials were prepared for
the children in advance of the élass. However, since on that
occasion I had no specific material-centred, skill-building
objectives, I know that the emergence of this particular pieceJ
speaks of Scott as a beginniné artist. I can see that what I was
seeking in my dialogue with Scott was a way of :howiﬁg him the.
beaut§ of &,form outside Qf congiderations of u;e and-
conventional meaning, Thi; object expressés the contained and

dignified.way Scott approacheé“his world and also shows me that

Scott does indeed have thiat aegsthetic senae of three-dimensional

-

form which seems to me so valuablq. ..

This Pedagogical Dialogue; Conclusion
Az I examined my way of following the children, I saw that

(i

I had beOn looking at the chzldron as, cartists 1n a rather
congigtent way. I had been searchzng for specifi¢ signe of what

I considered to be artistic behaviour. Based upon what I wrote

”

about the chil@rén in my journals, these signs of artistic
Bohaviournappearod to fall into three general categories, all of*.

which related to the '"self" of the child. . L

-

First and foremost, I loJked for the child’s ab;iity to

make choices, .to decide upon themes, to 8oek out ané'discovef
g\'.

personally satzsfyzng 1mage—mak1ng strategzns. In a very general
way, I conceived of this as evidence th?t_gha child is
tolf—dlrcctod and inclined to act 1ndcphédont1y of an exterior
authorxty. What I found was that each of tho four children was

A

M Al
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capable of self-direction 1n a d1fferent way and in relation th
§ifferent specific aspacts of our art-making situation. I

- noticed that my discussion of the children’s szelf-direction ;an
clearest toward the end of the recordxng proce:s and thus came
to real1ze that in order to either appr001ate or evaluate tho
child’s ability to be self-directed in a :chool sottxng it is
necessa;y to consider the long—term educat1ona1 process of the

child.

Secondly, I looked forethe dapacigy of the child to become
. \ . -

engaged with art materials, tools and techniques and to maintain
‘over time a relationship with favoured art media. Although

sglf—direction.is, at least to some extent, a prerequisite to

this, this is distinct from the child’s inner direction because ,
S e . . -]

it is a manifestation of the child’s part{cjpatorx being. When

the child mediates art material, hé/sﬂe is held and holds

E

him/herself in a relationship of reciprocal trust which extends -
the primordia1~state.of being, that is, the absolutely

part1c1patory state whereln the person is not aware of being
S 4

-

" either a sub3ect~percelv1ng the world or an obJoct roce1ving the '
- gaze ;f the world upon it. qu efch Qf my young ”collZaéuosP,

this, loss «of self was evidently qdito different, s wasz the V‘!1

each apparently found a worid awaitﬂ?g him/her as the tools and

materials of art were taken up. With\n the group, there was a °

sérikiné lack of homogeneity with respect to the manner and the

‘degree of commitment each child ga;b t

/
Finally, I looked for the child’s

art as an activity.
endency to extend
his/her art-making activity into the. social world., I came to

amo .vidont to me that

v

. think of this as self-gharing since it be

o
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the child had to assume that the social world was a place which

cgred about his/her artworg‘if he/she took the outszide wofld
into cbnsideratf?n in a consistently 4istinct,way: Th§ "'sharing"
took different forms, including the way each child listened to
instructions and attended toé suggestions giveri either by me or

¢
’ by other children around him/her, the way he/she incorjizated

A

+the 1deas of others 1nto his/her artwork, the way /F/Sh told
others about what he/she was doing or had done of wanted to do
and the way he/she carried his/her artwork into the world of

friends and family as something which had value to someone other

< A

than ﬁim/hgrsolf. )

3

I had not deliberately set out to monitor these three
agspects of the children’s b¥haviour, and indeed, my relationship
with each of the children included many other (and in some

cagses, more important) aspects. However, in striving to meet my

T T \

objective of doéuﬁenting several exampleg of the child art
process in order to be able to show that children do have their

own styles, it wag these three considerations which I

-

‘intuitivly and pergistently focused upon,

In the next chapter an 1ntorpretat1on of each child™8 art

: style, as can Le seen within each child’s art process, will be
given. It will be seen that the three points of reference
mentioned above provided me-with a standardized method for
following the children that was com%a%iblq with my role as an

art teacher. g -
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¢ CHAPTER FOUR
AN‘INTERPRETATION OF THE CHILD ART ‘SERIALS
(?\ ) " Introduction

A e— S " S— ——t—

‘“Would you tell me please, which way I ought to go-from here?'
'"That depends a ‘good deal on where you want to go to,“ said
the Cat. -
"I' don’t much care where..." gaid Alice.

"Then i doesn t matter thCh way you go,'" said the Cat,

"So loqil as I get somewhere '* Alice added as an explanation,
""Oh, you’re sure to do that,' said the Cat, '"if you only walk
long enough,"

(from Alice’s Adventures in Wonderland by Lewis Carroll)

In this analysis, I refer to,the detailed portrayals of -
the art-making situations which have Preceded this chapter.
There, in Chapters Two and Three, I described how an art
educatxon inquiry became an art-teaching experxence In
\add1§1on, I recreated the art-teaching environment and. showed
and descxibed the art objects that were made in that setting.
The accounts presented in detail the four'children’a
preferences regerding materials, techniques, themes'and.
compoging strategies. The focus waz on four individual

- children, Philippe, Dawn, Chrigtina and Scott within the

- context of art teaching. The desc@lptzons ended in an
explanat1on of the particular way I looked at what happened in
the artroom, Three 1mportant_ccnszdp;atzons governed\thls gaze
- tge way the child chose the materials, themes and fotme of
art, the way the child became engaged in the art~making
process and the way the child extended that process into the ‘}

i
world. . ’

Here, I wfll attempt to distill some key dimensions of.

artistic style from the nine accounts. This will show the

differences among the four children and indicate how art
¥ * ’

. N .+ -
o~ -l - -
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teachers can perceive the artistic styles of children. The

matﬁix, that is, the art teacher's congtant way of valuing
what the children do, ‘pulls together a final interpretation of
“the four artiszts and provides a framework¥for initiating more
dellmlted observation, )
En.t_!..J;.LO the hte retations

What each child chose to make’reflects to me, in some
way, who oach child was in hls/her experience w1th the world,
¢ since ‘the art serials hold traces of lived experience Jnd the
rem1nder of s1ngu1ar experiences with matter. Let us consider
the artifacts descr1bed in the second account On this
occasion, all four children were confronted with the
possibility of becoming involved with clay as an image-making
material. Figures 9, 13, 16 and 18 show os that each of the
four children chose to make a very different kind of clay
model. Philippe made a strange construction resembling a slide

JEESUS

or game for marbles; Dawn made a landscape with a tunnel-like

dwelling; Chrigtina made a peculiar representation of a fabbit"

agaigst a background of sun and sunbeams; Scott made a
rudimentary bed in a walled room.

What an artist cﬁooses_to make is, in some way, what the

artist is just as what each of us dreams at night is an aspect‘

of our being. We can only remember, think, wish for, dream or
imagine something of which we have at ieast a faint
3xpariehc5, and to havo.experience of _something, one has to
have had, at least momentarily, participated in the reality of
" that thing and at least for an instant, lost one’s self in

that thing. Thus when we gaze upon theae~trace§ of a

7

*
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kindgarten art lesson we can feel assured that they tell us

something of the child’s grasp of the world and aomothin? of

what he/she values, ' , , : g
fhilippe is reflected in his slide game. He is determined

to overcome the heaviness of clay. He is contemptuous of the

heaviness of a wet and sticky material. He is dreaming of

. being the creator of something amusing. He reaches up and thus

away from the surface which he has been given to work upon. He

is a builder of sGrpyrising shapes, a magician surprising even

&

hfmself. He enjo the humour of sliding down an inclined
surface and the sensat1on of roll1ng to the bottom.
Dawn. is reflected in her well-wrought abode. She de81res

>

wafér—thin and unsupported.‘She manages to makq‘it stand up

" alone by proppinézit on a series of rolled ¢coilz. She is the

cfeator of a dqmed tent which can be seen throuéh,'which is '
open to the world, which stands among rocks, tfees and smaller =
caves. Dawn is a builder of a delicate arching :Fructure in.a
landscape of similar rounded shapes.

Christina is reflected in her handling of the clay and in
what she makés._Sﬁe rolls, flattens, smooths and then
assemble; the many well-fashioned parts in a comploi ‘
organization, She is concentrated and ongagid. Christina is
focused. She is like her smiling rabbit which lodka up at a -
moving sky, gazing outward thgough many layers of resources.
She iz aware of being part of tho Y?rld which is looked down .
upon by a' smiling sun — is animated by many spiralxng lznol. |

She is also sol1d like her turtlo-liko _rabbit, which ttlndl -
o | o T 4
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" confidently beneath a large, smooth szhell, ‘'

Scott is reflected in the centred, symmeéric shape he haz

made with the clay and also in the thin, upright ridg¥é which

- forms a wall and encloses the bed. He is seen;in the attention
he gives to the series of‘coloured scraps of paper which have
been painstakingly crayoned andlcut out of white paper. He is
present in two parallel rows of finger deéressions.in the soft
wet clay where the bright spots of paper éome to rest, He is .
part of zv'hat he is represen’ting ~ the comfort of a closed
bedroom and the usefulness of a bed in it.

A Philippe makes a free—staéding structuré with sphgres
rolling down it:‘Dawn makes ;'dweliing in a landscape of
rounded, amorphous shapes. Chrigtina makes a sturdy, smiling
rabbit on a background of rotiting lines. Scott makes an"
enclosed, covered bed. Each child is an artist telling us
about his or her world. What the worlds are is, t$ some
‘extent, Qhat the children are and the differences aﬁﬁng these
"worlds ihform me about the diversity which exists within this
group of children,

I will now look separately at each of the four chATid art
serials,. Five'artffacts out of each serial (ob}écts which have
been discussed within Chapter Three as par{lpflthe discussion

‘ubout the podaéogicﬁl aialogue) will be intérpreted as
meaningful objects that_éeveal the-art bf}le g{ tﬁe individual
child. I will introduce each child briefly in terms of his/her
posture and gestural style as they were described in my
notobooka. Then I will discuss the child’s art—maklng :tyle,

N

focusxng on his/her preferred technxquoa and matorxals,

1]
+
s
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His/her recurring formal choices, his/her favoured themes and

subjects, and fihally, his/her way of conceiving of art making

as a more or less important aspe%f of hig/her world.

Q Philippe’s Art Serial. “wo_ N
Entry ' -
My five-yeaq-old gon is besidé me, hu?qhed over my light
tasle, peering at the slides whiég(;fam gsorting. He boéina
asking who has aone.what. It'b;comes a game: he puts his
finger on one of the slides of the childrén'&\work‘and I tell
him who the artist is, Philippe, Dawn, Christina or Scogi.

Then he stops, glances from the dagger to the pla:ticine maze

’

to the purple fold-out card and announces that Philippe has
made them all. I say, yes. He'confinues, “ga.parait parce que

Philippe, il fait dés choses pas comme les autres. C’est son

L

style!" Having pen in hand, I"copyvdown his words,

Philippe’s style is visible fq a very young child and is
recognized as a style on the basis of being unlike what the
other three children make.-Through my description of primae

»

Pieces done over an extended period of early childhood, that v
is between the ugeglof five and nine, I have come (allS;it \\‘\.
with more he;itation)ﬁ to a similar understanding of
Philippe’s artistic style. The style is not easy to exactly
descripe, because of all the coﬂtradicfiona which seem to come
forth as I try give words to what is there. However, the .
feeling of what Philippe .is all about in hig art is qu;to \\

distinct. Not only was my five-year-old son able to confirm my

sensation of ﬁuzzloment when faced with Philippe’s images, but

)
<.
~
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others (his kindergarten teacher, his mother, colleagues in

art educatiﬁn who came to know the art sgerials) also expressed
surprised incomprehension of the sequence and of certain
individual works. In order to better understand why Philippe’s
work iﬁ pPires puzzlement,‘I shéll look at the themes mentione&&
‘ag equging ?n five of the accounts of his work given earlier,
The accounts I have chosen are the following:

Account Two: Claywork Done in Kindergarten (Figures 9, 10, 11
12). ’

Account Four: My Choice of a Grade One Representative Piece
(Figure 27). -
Account Five: Ofen Wozﬁshop (Figure 34).

Apcdunt Seven: Wood Constru¢tion (Figure 45).

Account Nine: My Preferred Piece (Figures 68, 69, 70, 71).

Themes Appearing in Account Two

The kindergarten clay work done by Philippe is
distinctive by viréue of its inventivness, playfulnessz
, pfeoccupafion with techdique,-interést’in time;'moyemenf in&
aeeing.,His &ecision to makg a slide out of clay is an unusual
one within the context of a classroom;~It put me in contact - -
with.hi: self-directedness; it enabled me to £eet‘him as a

developing artist. However the form of the clay piece is

.

uhsl?dalike in itz roughness and the unevennéss of its edges;
the chute swerves abruﬁfly and hﬁs depressfons, and a prop'
holds up one gide which does not" seem to be integraéed into-
the strucfure. Even the "marbles" have been histily r;aled

between Philippe’s hands. Thus, it is the decizion to make a

'slide, more than the way the slide was made, -that conveys to

™~ - ~ -
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me an image of Philippe. The many steps required to complete

the structure, the fact that Philippe was obliged to find more
clay when his supply ran out (and convince me, the art
teacher, to open a new bag), tell me that this artifact hag

meaning for my understanding ¢f Philippe’s art. Philippe is

‘interested in the t1me the balls take to roll to the bottom of

the sllde. Their traJectory, which he has controlled with

{

|
great glee so that therejxs an unexpected mo ement after the

initial fall from the tép, speaks to me of hls\pleasure in
\ ¢ .
surprise, in having control, yhile in the process Sf learnlng
' ~ ) =
to work with clay. r

The clayworks made by Philippe previous to this one, which

I discussed in Account Two (the blue plast1c1ne maze and the

pair of#glasses), make it possible for me to speak of his
i

qualities with some authority. The maze is.also quite unlike
other artifacts made at that time by other children: it is a

line with neither beginning nor end which encloses irregular -*\\\\\‘

ho

gspaces, continually curving back upon itself. Its form

bpspeaké some tﬁchnical difficulty: the coils are uneven in

length, .thickness and the way they are joined one to another:
o » g ) ;"‘f‘;,

at one place, the wall of the maze iz composed ¢gfiten or ‘
twaelve wads of clay squeezed togethé}, replacfng a length of

coll; the resulting line is more consistent in weight than tho.

amobther, but greatly varying, walls., As in the clay llid.,'

. Philippe here completes his image having very obviously had to

overcome some resistance in the material. This evidence -of -
Philippe’s tenacity in following his desire to make a ''maze'

shows me how important it was for .him,
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To me, a maze is a closed space intended to confuse, b8

L4
L

enclosi and p9ssib1y imprison one. To me, a maze is aboug .
trying to find one’s way step R? staa-éut of a puzzle. As I
look. at Philippe’s maze, I seevall‘the mazes in the world of
art and myth.and literature: the story of the Minotaur and the
labyrinth; the theme of self-encloaed gaLdens and endlass .
paghways sheltered by flowering trees found in |
eighteenth-century Indiaff painting; Lewis Carroll’s Victoriam
garden of clipped hedges, frqm which Alice deaperatoly wanted
to escape; the '‘optical art'' of the"GOs, designed to
destabilize our visual perception. And Philippe has made a

maze into which he can look from above, over which he can hayq‘”}?J‘
absolute.control and within which he can safely play, se:urb

in the knowledgg that at any mom;nt he can choose to destroy
the walls an* find a way out.

Philippe’s '‘glasses’' are about ;eoing through rather thaq‘
about seeing into. The form is ggmpkfr, smoother and more. .
golid than those of the slide or the maze, but I sense thg —
;ame physical coming to grips with a resistgnt world, the .
game otiginaliposition;qg.ég so%eé % who “ix tryiqg,t; ffqug?'
things out. Peering through the glatlo:, I see that ﬁy field
of vigsion is .reduced and that everythlng is xtr;rgely o
1solated as when I look through binoculars. This tells me .
that Philippe ig distancing himself from his wpr1d~1n orde;‘tg
better apprehend it, or in order to be in it inuij;ay-that
suit; his disposition. The care wbich he tooi ﬁakiné the ;

glasses tells me that this object is no more arbitrary than is -

the maze or is the slide and that his looking through and out
. ; - |

7
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at the world is an important aspect of his artistic style.
- 3

When Philippe made a second clay slide at the end of
grade two, a work improved in many respects but still
recognizable as an extension of the kindergarten idea, he\had
'%o meméry’of already having worked on this theme. He did -
;agueiy recall it when I described it and showed him pictures
‘(Figdré 12); but he was only slightly interested. On the other
hand, I, as the art teacher, waszs delighted, but not surprised,
at the appearance of the second slide.

- " .Although ob%iously inspired by the same desire to play
with the fofp;“of gfgbity, to make things disappear and then
ré;ppﬁﬁfT—géfeontrol fhe beginning and the end of a moving
_lijéctfs journey, tQ,KHBW_what i§ going to happen next and to
. be able .to repeat';a gsleight~of-hand trick, this second
structg;e Qas'techpitally#and conceptually more competent than
the first clay slide. I':;:-o;ld see here that Philippe had held
onfélan idea~and sougﬁg to improve on it without any help from
others.in_hggéggxqu'I;'my.terms, he hid dévelope&

significantly as an artist, since not only did he have a

- 'ﬂb@ttei grasp of the material world, he had also been able to

‘maint&in his ofiginal quest and was now prerimenting with its
-

. elements in a more focused manner.

e + I
IS

'Themes Emerging from Accounts Four, Five, Seven and Nine

The whitelpiﬁef‘ddgéérs (Figure 27) are an example of how

o Philippe pisse&'his time in the art room in grade one, because
A

-

gs.oftgn as,hot‘hg chose his own activities, By now I had come

. Y

- \ .0
~ to appreciate his agstuteness and he had learned to use the art
time to hisg advantige. -

AN Qe
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The dagger, precisely folded, precisely cut, precisely

fastened is a marvellous piece of childhood “bficolage“. It
speaks to me of Philippe’s continugd interest in power and
movement, as well as his incrgasing use of. humour, metiphor
and visual pun. For at the tip of this very ''dangerous'’ weapon
ig a small, p?&tective pocket info which he has slipped a )
miniscule white knife. |
The shape of this dagger, like that of several other

objects in Philippe’s serial, is that of a cross (other
examples of moments when the cross i;‘a praferred form are the
wooden tree and the front of the fold-out carqu Since I know
that in every mythic tradition the cross, being compozed of
two directional right angle axes iétersecting exactly at the
centre, refers to justice, synthesis and measure, I can see in
this artifact a continuation of Philippe’s 4welling on, these
basic notions (already evidenced %n his\éhristmas angel and
the marble slides) . Tb{s is a cross wgich is a dagger, a
sword. This is an object referring to good and @vil, to the
ability to ;ard off evil, to protect, to do harm, to be brave,
'to destroy, to be a saint or 'a warrior. This is also ; white
sword (Philippe does fot have ; penchant for colour{"using.it
generally to symbolize rather than for its sensual qualities),

» which makes me'think of lightning, particularl} since he has’
added jagged t;;angles at the base qgkfhe hjlt. His favoured

" theme, 'fire'', thus has taken another form.ﬂ(éroviégs fire’
images are the fi;ewdrk»drawing, the"candlﬁé and lighbcta,-thq’l
campfire for his puppet, the 6}octricgl’oéioff‘machin;s.

Like the clay pieces, this paper coﬁ:giuction‘iot: me

LN
¢ -
ra
-
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know that Philippe enjoys playing the role of the trickster.
< ¢ . . -

He has made a strong image containing reference to potential
danger, and then, in a flourish, redeemed it b§~adding the
kangiroo‘pocket for a diminutive replica ¢of the fearsome arm.

Also, a paper kpife is q‘danéerousﬂobject only in the
’ . . o

{maginatioo.
?hiliﬁpe's\”on-off” machine is less primordial in form
than the dagger,‘but 1mpresses me by the same appearance of
\focuied atbentzon Aga1n, I see an, 1mage that apeaks of!
polarzties and extremes whlch thls t1me are desxgnated as off

and on. I can see by the circle around the machine that the

art;st 1ntended it to be considered :gp“ Placed opposxte to

. |

the olectr1ca1 outlet, and also enc1rc1ed the word “on“ again -

4

1ns1sts that what I ‘am_ looklng ‘at is a 11v1ﬁg, energy-filled

I

K ent1ty wh;ch by means of the, alectr1c£ﬁ cord and plug at its
'; ond, can be activated at will. Like'the blue ‘plasticine maze,
: ,thii imageuisoself—qontained} it is abgut complexity .inside

somothing, a cohpleiity\which‘can magicx;éy be seen and shown ~

by the artxlt This abllzty to see th;t whzch is sectet that -

‘¢ —

.. which 1: hidden from vzdw, seems to be important to Ph111ppe

and although 1t i: at t1mes bound up with h1s relat1on w1th

the world (as when he tt;es to fool us by hzdzng somethxng 1n‘

‘hil image which only he knows about for example, the baby

dagger in the large dagger, the yhllow bird hldzng 1n the tree-'

holey the marbles which dlsappdar and then reappear,. the N
o

;4ﬁ-pood1ng car h1dden wﬁthzn layers of folded paper in.a card),

it. is glto hzx prcferrcd way of approach1ng the world Thls is

) ovxdoncod by thllppe 5. récurring inclusxon of h:s own act of

Ll

e
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bod1ly ”lookxng” as part. of his ar work Hiszs plasticine eye
glgsses, his wooden camera and h1s ay:tematlc oxclun1on of ‘his
own body as an explicit element in the serial p01nt tq the
§931t1on hezassumes most natur;lly. The approach that he
takes, resigting thelseductiveness of-all'tho sensual art
mate;ials available to him, iﬁdicates th;t Philippe iz more
comfortgble.thinkiné-abbut the world, reasoning about its
intricacies, wondé&ing about its problems than he is;in“
participating in ;ts ambigﬁities. '

Philippe speaks to us of extr:?es, off;on;;in_out,
up—down, black-whitel open—-closed, right-wrong, good~evil,
horizontgl—igrtical, movement-stasis, c?mplex—iimple; very
occagsionally he chooses to deal with nuances, as we see in tge
form of the ''on-off" machine (which is doubly framed, once by
a circle and seéondly'by the paper edges, which provide ;
gpace for the eneré} source), and the form of his fruit tree
construcéion.

In the wood congtruction (Figure 45) I see Philippe’s
\usual\déamalic entry into an artoprqject. Just as he knew
exactly what he was doing as he %oldod cut and fastenca the
wh1te draw1ng paper to make a dagger, just as he knew from the

. beg1nn1ng that the coloured pipe cleaners and yarn ware wires

for a machlne, just as he knew that _one convincing fold in a

t

Ksheet of purple construction paper would provide a cover for a
Vﬁook-card-gift Qhe now. knows that a piece oi\::if with a great
[

open knothole igs a ready-made tree. Wzth hz tomary oconomy

of gesture, he places two other pieces of wood as tho ba:o and

- -

the top of the trod and then, uncharactori-txcally, seeks to

%
.




P

, 188 -— -
make his ''tree'' into a mppfesentation of a tree rather than a

metaphor of a tree. To do tgis,'he‘layers a green‘silk circle

over the wood, puts green yarn over this as branches, one red
L. ¢
fragment of fabric onto each branch. He then cuts out a

drading of a yellow bird and pastes it behind the kﬁothole. It
is in\this detail -that I see Philippe’s style.-most clearly,
for again, the bi{@ is conceaIedf‘half-h%ddpn under t%i,

branches and at the back of the yawning openang iﬁ the*trunk.

*
X

Like the marbles which hid on top of‘the g;me before they were
put ‘into motion by the artist, the machine which is a mass of

strings and wires until it g in the imagination tufned "on!',

thae sﬁeeding’car under a dozen layerﬁ of paper and the~

a

miniature knife in its pocket, tﬁe'bird has/k“safé perspective'

%
-

on the world from which it banAventure forth if it chooses,

but to which it can always return at will.

-

In terms of form, the tree and the daggef’share miny

common elements. befined:mosﬁ essentiallyﬁﬁy“thei{

verticality, both take on meaning by.virtue of an’'added right

angle traverse aﬁd‘ire'imbelliQhed by tﬁe addition Bf,a )

downward-focused ropegted'mot{f'(thé row 6f spikes on the
knife; the dangling branches on the tree). Both are
tranaformed in their meaning by the presence of a

centraflprlacod form which vidlqtes the surface of the . o

-

object, one (th}?qpket) being above the surface, the other

(the bird’s hoﬁe):bgiﬁg through éﬂe_sunface.h N
'The dagger is in the thapq“of a céross,<white and eerie and °

, - y . ) -“ i . . ey - ! ) ' .
thgoatoning;'the fruit tree, the tree of life, sgands , " .

. ~stfiighﬁ, qﬁill and,proggctiv.;*bqo is to be g%aabed, the

d



"other, tg take sheltér under; botH are vivid hommages to /

background. And again it is a hole thri;Z

° . » .j
powver, authorxty, and the need of’a tmill child for a plicn

1

from which to v1ew the WOrld :afdly I soo the thomcs of
/ .
cecurxty-freedom, aurvxval and the or1g1nl and hidden &ourcos

of life bo1ng dealt with here ind my memory flashes ?é

Ph111ppe 8 series of peculiar 11ttle multi- colour.d/glastxcxne

/
figures . dach wlth an openxng or door i‘aits mxddld

The camera, again a many-layered obJect (woqﬂ covéred -

.y
with brown palnt covered w%th brown shiny cl-otj ombellxa’hed

by the f1nal add1t10n of glued layers bf red yirn) also
»

' provides Philippe with. an.ideal place from ww ch to peer at -’

the world and frame it so that he can iaqlgb@ details and

/

accord them the attention needed, wtthouté#oing distracted by

a surface (this

time a naturai knoth;r' in the wood whi Philippe,.hdbituallx

an opportunzst in auch mattors, r‘trioﬁns) an opqning that

through h1s gaze becomes imbued with lifo o . )
- This g1v1ng of life t® his 1m§ ez almo:t ‘at the last
. ’ " . :
. moment, almost as an afterthought//ls, I bolxove, ‘one of the ’

aspecta of Ph111ppe ‘s ‘art wh1ch,6nsettlos the viewver. For as I; ‘

ya
look at. any of h18 ob33ctn, wh}t I mainly :eo iz the framo,

¥

,concentratxng on its presence; I am thul rudoly joltod by the

and zxnce 1t is- such a comi£7éon:ivo form, I find myself

reallzatlon that thare i /Qnoth and more inportant laynr of

[

* 1

'hmeanxng. The large purpl fold-o t card w111 holp me oxpla1n )
~,' thl!.' K . . a* .

thlzppe bog1ns once more. by ostablishxng a cross as the

ma1n form. The outoé :urfaco of -the card i: mado of m;ny

-

&
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Y etranda of heavy red yarn, glued across and%up and down to +30

A " indicate the rxbbon binding together a ngt Horlzontalzty and
vertxcallty “are jo;ned in one form. Three”perforated holes are
made near the folded edge at the top, botton and middle oflthe
card Ingide .the card, two. separate composztlons grace ‘the two
halvos of the paper. 6n the left is' a felt pen draw1ng of a
tall Christmas tree, its star touch1ng the top edge of the

~ paper. Strangely, the tree lacks a base upon which to stand.-
This tree, lxke the fru1t tree, has been carefully, though not.

) ’

abundantly, decorated and is rendered w1th conv1ct1on and
hease. It ie also a statement about vertlcallty, about hope,
'enchantment wonder. On the opposzte gide is a folded package
<of paper 'whxch Ph111ppe has glued and thén bound by a 1ength

of red yarn tied in a neat bow Openlng 1t I find another

”drawn“ red Bow, and in the’ 1nnermost‘recesses at the bottoﬁ

’;of all is a lxvely little .car epeed1ng off the" paper (were 1t
confined by ‘the drawn frame around 1t) In the car is a
person, . (the ohly actual representatzon of a person in this
Ieample Phxllppefs serial) , and thd att1tude of the car, as

’well as the fact that it is placed 80 deeply withln such an

. ' \j
elaborate “'frame'', makes me apprec1ate its xmportance as an
element of thlz pe g art1st1c expresezon.
- Sy
In his® glft—d>rd he has three times and in three h L

) different ways (collage\ assemblage, drawing) told us that

Ne .
this is a gift. The tree‘tells us that it 1: a Chrzstmas g1ft,

Upon open1ng the atrxng and unfoldxng all. the layers of paper,

we d1scover an exquxsltly-drawn 11tt1e car. The drawing evokes

a

controlled energy, but I am ayare he 1t is a secrat, maybe

-~ - - 7
< v
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‘even ‘a joke, and that Philippe only draws in thil thoroughly

o

competent way when he is, g0 to speak wh;spering in someone’ c

Z%\' : ‘ear. lee the szngularly-orxented marblesz; which moved with

Ay

" the force ‘of gravity, the.tiny dagger placed 1n,the larger
daner, the. electrxc1ty coure1ng through ‘the many ~hued wires,
the yellow bird flying- into- and out of hxs tree house, this
last addition tq his g:.ft carries the york into the world out

- ' of the "frame“ *

[

. The repeated ribbon, }now knot image tells me that thu'

‘ obJect-1s about the specxal surpr1se assocxated with gifts,

.that it is abopt genero;;ty\and;berng;g1veQ,to,'ag well as i

5 . . " ) r
giving. 1: ‘ - : N ' / .

R . ‘ ’
.

-—-—--—--—.—-————-—-.

Phlllppe has a procllvity for the underlyzng' //// e

\ .-
relatlonphlp, the inferential, the inv131b1e'pattern in

~

thought, nature or machinery He”iﬁﬁs to know the why and how
-,of things, st 13 an 1ntereatingly outward orientat1qn

(lookzng at th;ngs and observing patterns’Sf actxon whlch he

N often 1ncorporates symbollcally 1nto his work) combined with a

'///,d(iq}\ certaxn capacity for reflecting whxle do1ng thxngl and making

obJects.,Th1s,meang that Philippe is Ied more by~an idea than

. >

_by his involvement with materials or techniques and'ai:e‘ghat

the initialridba cdn. bréaden.of deepen while it is being

~
V

dep1cted H1s is usually an intuitive start (he reaches for

some mater1a1 or tool), fol ‘owed by a logxco-deductive path
lee&ihg ed the denouement %n the form of some last-mznete ‘
transformatienq His anpf}ma;es of movement andﬁ:ﬁgo of framing§
and boundarierr They are about ceeing'and also about hiding

T Q._/\ .-

Ed
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and layering.and recovering. Pﬁiligge'sgaft is about control
3 LY

and also about protection. The human element is presenﬁ only
L .as inference,a?s exemplified in his frequent allusions to fire
'(light, energy, movement )., Thought, reasoning,;imagination
" and a particular type of wénderment.are the ways by which ' {{,&
‘Philippe approach;s his art making. To me, as art teakher, the .
most winning quality qf his art is its unusualness,
Distinctive in that his makings are more ''objects' in the .
worla with a function and purpose, than they are drawings, " R d
models or EZnatructions, his stylg (despite its occasional
cursoriness) became"ever more visiﬁle, particularly’in grades

one and two, as that of an essentially inner-directed child
dealing with large questions.
o Dawn’s Art Serial - N

Entry

t N\ o |
Chaniéng position often, alternately sprawling

.

: full-length across the table, standing to paint at the wall, ‘I: !
'sitting on the floor, she wprk: on a drawing ginging quietly En
to herself. Hoots of 1aught9;_from another p;rt ofrtpe stu?io

break Dawn’s concenJ;:}ion and she raigzses her head, to pause \\

L

witﬁ crayon poiged; she listens, judges the relative interest
of the event, lhcn smiles t;'hersoif and continues. A‘;ecoﬁd
iator her head bobs-up as she realizes I am writing and have
been w;tchipg her. She :1140: gracefully off the table, comes
°'to where-1I’m sittin&, reads out loud what I've just written

then sits down with her drawing and her crayons and contin&gs

T‘?““’§; colour while telling me about a story she wrote for her

- .
o N



aunt,
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Dawn was fluent w{th ali the materials and tools of the

artrcom, Her¥ was a happy, humourous and also serious approach

to art media. Since she was at ease with all the image-making
procedures, it is appropriate to consider all of the areas of

my ‘''curriculum' in this-briéf interpretation of B?wn’n art
\

style.

They are: !

Account One: Painting at the Start of Kindergarten (ﬁégufa 6).

Account Two: Claywork Done i; Kindergarten (Figures 13, 14,

15).

@ . 4
Account Three: Drawing at the Beginning of Grade One (Figures

21, 22).

Account Four: Collgge Done in Grade One (Figure 28).
Account Seven: Wooé Construction Done in Grade Two (Figures
46, 47, 52). -~ - ' -
Themes Appearing in Account One ,

* The very fi;st day I worked with the childrog, I could
see th;t Dawn’s ;r£,work was distinctive in its rhythmic use
of f;rmil elgments and its lack of the kind of preoccupied
reference t? figurative representation which is common among

“fibe-year—olds.‘ Figure 6 shows a froeTfloating éompo:ifion of

many different tﬁapes, qualities of .line, densities of paint.

14 ~ v

We see here an exahﬁle of the kind of exploratory behaviour
which'an§ artist, young or old, must indulge in when working
with unfamiliar toolszs and materials. Dawn's tpdntanoéu; "
adoption of this attitude enabled me to identify the quality “

af her self-directedness.

b
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-1 :peculated ’looklng at the moving, lyrical, apparently

e -
- b

un:elfconscioux application of red paint, about Dawn as a
young artist., I saw her—as a v@ry spec%ﬁl member of our group,
because she approached the act of painting in different ways

(daubing, drybrush, washes, etc.), rather than drawing with '

the gainthrush While the painting was interesting as a

”comp gsition, what was more important was that it showed that

partzcular searching, exploring wgy of going about ghe gradual
building up of a relationship with any art material which
Foretells eventual accomplishment. ‘

Dawn’s main themes here are m;;;;enb,_harmony,
o*ploration; variety, contrast, lightness.'Her work refers to

gound, to music, to the movement of time and the experience of

Congidering Dawn’s penchant for light and airy
expresgsion, it would have been understandable had she taken
A awkwardl} to claywork. Figures 13, 14, 15 show that, on the

: :ont{ary,-clay provided~Dawn with the means to translate her
being into new forms.

The domed tent-like &welling is built on a series of

linear coilsg wich support tHe outer "skin'' like'a szkeleton.

This gives the impression of something light; rather than of~

7 P

:w" clay. The dome in art and in religious architecture always

refers . to an earthly, material reproaentation.of the sky; it

Q

unites all into a single wh§le,nlfka a universal umbrella for

X

\/ all the aspects of life. Dawn’s curved shelter is even, intact

\ 4
and meets the ground in a continuous, well-wrought line.

4
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Whereas houses and dgg}lings in art can reflect the

artigt\s need for protection, this place. is open and séems to
¢ 3

flow with the landscape’in which it is placed. Indeed, it is a

part of the 1 scape, since it is made of the same rounded’
)

gshapes and/concave and convex surfaces as the trees, boulders

and mini-caves around it, Light circulates through its

openings., Dawn has made an imgge which is, at once, solidly
"'grounded'' in.a natural field and ﬁiracufoualy.ligﬁk, as if at
any moment it could becéie airborne and float away like a
hot-air balloon. . J o . . <
The little plashidine “§nimal” (Figure 15)’made of five

[

delicately-rolled and pre;sedﬂyads of clay, iz even more
evidently ﬂobile: Its body, neck and head flow in.one simple,
smﬁoth, continuous line. No features haQe been added, but
an&one can see that thi; is a }iving.being with a froAt and
back. Whether the'four rou;aed supports are feet, legs, Qheels
or rollers is unimﬁortant. This animal, with its row of soft

indentations all along its back, is moving gently, slowly,

eazily.

’I

Like the red painting, these claywo;kz i;cludo a variety
of technical devices and formal ;lemeots. Dawn’s work is |
distinguished in particular by the constant inclusion of
lines, as well as textured spots and overlayed, built-up
masQes. In this work we can see both lyrécism and the careful
and pati;ni approach of a "builder".

Diwn's "Great Adventufe''‘drawing carries thoifhoﬁ; of

movement forward witﬁ“actonishing precision. She has used a

red crayon to express the sensation of being hurtled through

e ——




L\

b

N

) (196
gspace, while  at the same time safely riding the rail of an
amusement park ride. Up, across, down, acrosg, up, across,
down... rattling, rumbling, rvaring... zigzag, spiraling,
looping... the lines end at the diminutive figure of a little
girl st;nding beneath thg awesome ride. There is, as well as
the vertﬂbal_th;pst, a horizontal trajectory which has argreat
circular lo;;. The focu; of Dawn;s air-borne journey is here

on the heavily qrayoned conca¥™e inner wall of the loop, high

over her head. The heads of a row of participants can be seen
L

‘over the edges of the red car being held firmly in their

places‘Py,centtifugal force.

Dawn'’s drawing'is also a narrative event. She is prgsent
and she has purchase? a EicHE‘ from a person in a booth. A
billboard tells us that this is a “Q;eat Advehture“; thus Dawn
clearly realizes that the viewer needs some literal
information to be able to appreciate what is being shown. Dawn
is thoroughly IN the work, while being quite outsi&e it, since
she can also understan&'the audience’s point of wview,

Compositionally, the ''ride' resembles tﬁe smaller
structure of.the Eick?t—seller'a booth since both are
characterized by a circle centered within several square.and
rectangular shapeg. One ‘image is aBout a thrilling experience;
the other ix aboutqﬁiﬂing that experience, getting to it,
buying a“ticket in order to be allowed to try it. As in her
previous artworks, Dawn here conciliates two very different

- \
attitudes, the literal (the one which looks at and then tells

about) and thJ'lyrécal (the one which moves with and

-~

participitos in) . °

2
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In contrast to this lyrical-literal drawing, is the

crayon exercise Dawn did on that same day (Figuré’Zl). Here,
emphasis was put on building up-new colours bg applying one
heavy lgyer over anather. There wag no variety in the gcstﬂres
which Dawn used; there was no intention'to ""compose''. She
started with a dark patch of colour, then worked to render it
lighter by,ﬁﬁ?%ing paler, transparent colours on top. This is
reminiscent of the large, hea;ily painteh area described in
.the first acdéunt, of thgfyay the ''skin'" of the domed dw&lli;§
was bg?lt up with layers of carefullx:flatfened pieces of damp
clay, and of the iﬁtenselyldrawn car full of people in the
“Grea{_Adventure“; This for&al aspect of ﬁawn's work is also a
‘theme, since it recurs throughout the {efﬁal. o

I sense that for.Dawﬁ, the '"Great Adventure'' was mop’e

-

exciting than frighténing and conclude that Dawn basgically 0'
truéQy her world and that her appearance in the drawing is

that of a solitary, but very confident, person. The 'bigness"
. ) L)

of her world, the way she propogtioqg hgrself in it, the sky,
the air, the space around, everything are impdrtant elaeaments.
Figure 2%, a tissue paper and cellop?ano collage made'by
Dawn while sh; wag in grade one; shows some of the qualities
seen in these artworks and a further dévelopm.n@ of them,
Colour is clearly important to Divﬁ; it is easy to
imagine her pleasure in selecting.an assortment of\coléur,d
slips of paper a;d t&bn;?rranging them methodically to luit\
her taste. As with the pl;;ticine “animal’, to which Dawn took

a most discrete ;bpéoach, here; too, she has shaped the medium

.

only minimally. Instead, she tried seeing how it would look on
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its own, by simply placing it. The brightest .of colours (vivid

fuschia) is overlapped by the palest (past®l blue), which
creates a third coloufz since neither is hidden. A large
rectangle of clear turquoise obscures the middle of these

firat two coloureg, and this in turn is in large'part covered

—

by a brilliant scarlet square of tissue paper. Where the glue
is visible through the layers, Dawn solves the problem of a
blot on the*work by inventively adding on some coloured
cellophane. This makes a focus in the centre of the
composition by reinforcing the darkness, as well as adding a
differen(, reflective surface. Dawn tore off a corner from the
gscarlet square and made out of it a wad, which she glued in
the middle of the pale blue area. The effect is startling. It
gives an interesting negative-pogitive ?Qterp}ay~between thq
upper and lower parts of the collage and\prov;Aes reli;f to
what would have been a)geometric composition, As if to balance
(or compensate for) the em?ty Bottom corner left by this tear
in the scarlet paper, Dawnhhaa deliéately placed a nﬁrrow
strip of pink paper\along the bottom of the support.

Each layerisjrthe»collage is partly concealed, partly

:x

vigible, Each layer adds to and transforms the next. The whole

N +

process of creation bespeaks a series of carefhi choices, a
wholehearted engagement with colour, weight, transparency,

opacity, surface, space, contour and the effect of wéy

\‘

materials on dry, absorbent or resistant ones. It waz an
k4

intuitive process of gradually building up an image and

q

‘although in- its light touch, its deftneas, its lively way of

doaling with 'materials, the collage resembles the

1
o~ ’
-
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previously-considered works, it is sxngular in 1ta attentxon

to the relationship of all the partg to the wholae,

In torms of focus, the coliage i;:cloarlg.organizeu'
around the centre of the surfaceggupport. While the painting
described in the first account\seeho‘to have been without such 7.
an identifiable focus of interogt, the ciéxtdwelitng isg’
‘similarly the centre of-thgllaﬂdscape within whioh-tt»oxiots-
In the ''Great Adve?fure“ drawlng, a large c1rc1a, contain1ng
the focus of act1on as woll as the focus of 1nterost servo:
the Ssame purpose as does the-acarlet three*dlmensxonal shape
over the dense, ‘dark, reflectlng mlddle of the collage Whlle.:‘
Dawn’s structures are Qlways solid and well 1ntegratod, sho'
likes to provide'a‘po1nt around which thevwhole can rotate

y
’

The effect created in the collage 18 .never atatlc and the

.

work’s vividness'is. helghtenad by the use of
strongly—contrastlng colours Look1ng backg I géé that thi@
deliberate agg COntrolled s;perlmpositlon of coloqu is ¢
similar to Dawn 8 approach to.the crayon exorcxse, both ‘in the.
search’ for new colours and the respect for the 1nheront
phy;;cal propertxes of the medxum boxng usod Wh1lo v1gor0u34
treatment wvas requlred wzth respect to colour, thq materiall

%

demanded a gentle dpproach T

’a -
N N I

The themos here are aeathetic ones ,—- how partl ato S

~

related to one another, how harmony and balanqo are, achiovod

despzte the push and pull of con@&a:t1ng olemont:, ‘how a form L

N

can take shape w1thout destrogzng the integrxty of any of ito"ﬂ
parts., ‘ ]
1'” » . N \"'

This, then, is how DRawn handled pgaint, clay, plasticine

-
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and delacate collage materials. Let us see noylwhether her
g ! ' R T R ’
osnon?;ally—aesthetlc regpongse was ma1néained when ghe was

;confronted w1th a very re81stant mater1al

N
Figures 46 and '47 show twé versions of ‘her wooden

conatructzon These are two dlffere/t moments ‘in the making- of
a ”bed“ Dawn made\a etrong frame around an almost enclosed
space and, 1n order to emphasxze the three corners whlch do
not have open1nga, addeddsome~ta11, slender rods..How does
this very practical approach to working with wood (simply
gluing‘right anéle to right angle) relate to Dawn, the young

L Y

artist whose style reflects an’ 1nterest in. movement, in-

contrast in space? I was able to perceive evidence of her

“style“ once she began to deflne the way the wooden frame

‘would extend 1nto space The three corners opened up for Dawn
‘the possibility of wusing the space. contaxned within the

. vertical perxmeter. Thue,.she added another sol;d,Avert1caI

Block and attached a horizontal length to this, so'that, in

'effect the abace within the ffame was completely contained,

'The roof of the ttruchre 18 only suggested, Just as the

entrance is 1nd1cated thhout be1ng clearly explained As 1t'

'“.,stande, the Pbed”»1q muchtl1ke~tho clay dwellxng in its

oponnols—closednels and LtB soladaty.

On tho first day of her engagement wath this theme and

th1: hator1a1 “Dawn added a fxnal deta11 to the work It was a'jﬁ‘

Aclutter of lengths of red yarn wh1ch ‘she :uspended from the

ovorhangxng wpoden block._At the~ondLof each piece of yarn, .

'shé'glued.a carefdlly—follod wad ' of yellow:'hlue, and then. .~

red, tie:qonpapor.,Whethdr these dr‘,pd;bly whlmsical slements

.



)

'intendgdlto‘rélie?e the hardne®s of the wooden .construction,

needed, It

Dawn’s Artistic Stvle
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indications of a curtain that encloses the bed or elements of
a mobile hang1ng above the bed, perhaps even a mobllo whlch
Dawn really knows, is 1mP0331b1e to tell What can bo xeen is
the way'this touch enlivens the total construct10n~

On the second week that "she worked on the “bed“, Dawn
cont1nued to search for ways of maklng ‘i'the kind .of objoct
she liked. Thls meant that she had to £1nd a way of :
de-emphas1zrng the hard, ftame-lxke quallty of hor :tructuro

It was not easy to do this, both because. of tho nature of tho

4

mater1a1 and th kind of theme she had chosen HoweVer,,

m1raculously, whe ahe dug ‘into the scrap.box, Dawn foundfi

piece of fahric tha served her project in just ‘the way ghe
- L] ' - N

;rintea withh an animated design of -
floWers.and\Leaéps'aﬁd larée eneugh to make a_compldte;floor‘

fqrqfhé conitfﬁ%tion.iyiéh this fabric, Dawn completed -tha’

v L) *

stricture and achieved Just the effect she was iooking~fot.

~ The themes. that emexrge from this wotk are tho:e of

'+ boundaries, overcom;ng the\lxmlts of matnrlals, contrast: in

'phytxcal properties and potentlals, tho mzxturo of tochnxquos“

Beds refq& to szafety, comfort, poaco, and DaWn s bod lso is a

Place where movement, 'and the poss;b111ty of com1ng 1n or -

noy

going out, are presont ) . : -

H

This piece remznds nme of some of the earlier 1rtifactl in'“':‘

ﬁawn's serial, but it also demonstrates to me her formfdgblo .

. tephﬁical~competenoy and, her pitiontfwny of doaling.with" ,

difficult situations. g
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Dawn showe a remarkably—continuous development with regard

to partjcular themez and .her approach to the materialsgs and
techn1ques of art, Abtendlng to the kind of self- d1rectedness,
:elf lons and self*sharlng whrgh each .of the ch11dren made
avaxlable to me, I came to know Dawn as an artlst whose

express1on was at once free- flow1ng and open to suggestxon Qf %

Id

the children’ dzscussed in thls study, she 18 the one who

consastently entered into- art—makxng activities most easxly

Her approach was always open and acceptlng of the many e °

unexpected occurrences which are part of art makxng The many

, \

physxcal and sooxal aspects of the art-makzng 31tuat1on, which

'1ntrude upon the personal ones, . she 1ncorporated into her
'artlstlc Rrocess' Thus, Dawn’s artistlc stylé‘cen be Sald to
4 be character1zed by flexxb1lity q1th mater1als and an

1ntu1t1ve approach to structure and composxtlon. "Dawn seems to'

2

be aware of space as an important aspect of her world, All her
) )

lcompositions flow‘in an undulating manner, and line is the'

. ¢

.predomlnant formal elemen#—an her work. The sky, w1nd and. |,

.obJect: movzng in space are_ frequent aspects of her work, Even
the most “ltructural“ artzfacts are an;mated and somehow =~ '

. - . - 1
. > -
1 . ‘ R

Dawn takes -eribusiy,her dreams, her'imaginings,fthe

PN

storzes the has heard about God and ner early chlldhood

memories and f1nds it natural to 1nclude reference to them in

L

her artwork Thus, she makes a very rich: world of experience

X availablé to us. Narrative isg: npt a strOng thread in the .

fabr:c of her work but rqforences to her own experxence come-

through imp11c1tly and conatantly.

-~ h * - - v
Y .
3 . . ;
- - -

1Y
o

L
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Qﬁ the same time, Dawn listens to others around her. Just

.qs/bhe attends to what the art teacher says and is able to —

.ﬂisgriminate between what she wants to do and what the .art

/

' //teacher iivgugéesting} she refers often to her older sister,

her aunt, her ﬁétber - she knows about the demands of our '
culture and enjo&x regponding to them. We see this in her “lack ‘
N [N

of‘distinction’befqeen"art forme and written forﬁs, as in her °
(calligraphic.message‘dritth with felt pengs on wood (Account'
Seven) , in her ;;loutfyl Valentine -card (Accoun£ Eight), as
well as in the identification of '""Dawn's HOuae“‘(AEcouné
Nine) .. |

D;wh’s is a distinctly affectionaée, as well ;s,
humod;ous, styie. She likes to pass on funny mos‘ages to .

-others hy the works she creates and shows herself as viewing

- things from the angle of their potential for humour., We see

this in her references to '"the house on stilts' (Account fwo),-

’vﬁich she wanted to try building with her siszter durfng the

,suﬁmer vacation, hef’@rawing in the ''Great Adventure" of

AN

, miniscule, upside-down people (Account: Three) who, she told

another child, might Fall out in the picture,‘but couldn’t

fall out 'really", the little faces with different oxprclsionlh,“
‘{n the flowers that were part of her’gafden (Account fifzi,' |
.her wood assemblage, a -gift to her infant sister Diana

(Account Seven), which told Diana to “hivo fun in'QGur,blby‘
lifg“, and the Valentine card she made for her mothor[:uhi;h. 
read, IJ'Wha’tever the quo:tion} love is the answver'' (Account .
Eight) . yer general tenderness and concern for othor;‘c;n also

be seen in the.rendering of the baby (Account Six)" and in her

~

s
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Jewollery-makxng azf4v1t1es, which were always 1htended to

prov1de her thh gifts to take home to family and fr1ends

(Atcount F;ve, Account Eight) .

Dawn brought 80 much with her to the art-making s1tuat10n

o

(5oy in just being there, appreciation of the sensual

qualities of ‘art-making materials, a capacity to dwell with

‘materials and tools for the length of time required to become

competent in the dialogue with the media, and paéience and

" curiosity),-that I frequently forgot that she was in the

artroom. B I had time to look at’ her work, I saw her

L

ine“"was immediately appreciab}e;'she used colour

with dexterity and flair and ;eemed to know from the very

beginning how to structure overlapping shapes into harmonious

forms. Transparency, an element in the language of the wvisual

3

artas which is-usua11y~associated developmentally with older

—

< .
children, was apparent in Dawn’s work in.kindergarteh and )

’ ’ \
remained presant throughout the serial.

In ookxng at Dawn’s work, one has the impresﬁion of .
being in touch with the cosmoz. Although light and .moving, haer
artwor) also shows an undertone of strength and is ‘

characterized by dofihite boundaries and clear'odges. Her

style is lyrical, formal ahd;precise, and.is filled with

" poetic references to personal experience.

L . Christina’s Art Serial :

ety Cov—— —

- . -

“f.havc been particularly intrigued, in studying
S s }
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Christina’s art serial, by the wide ranga of conventions she
experxmented wlth from the very beginning: she made signs,
visual lists of formal elements, ‘symbolic note: to friends, .

pictographic‘labels, storybooks, greoting card:, games,

maquettes. While the actual form was quite unconvontlbnal " the

-

purpose of her work was' oTten conventxonal That is, onco she
had made the image, Christiha usually,put it to_use'in a
culturally understandable way.

It would be easy to cond&ude that her purpose is thaé\of

compgtence, mastery and control. That is the overriding
N . » .

elément in her a;t gtyle, but th;re is another, and from the

art teachor';npoint of view,‘morq val&ablou agpect to her
* ’a: . 4
artwork. The ''feel’l which she szeemed to have for a variety of

art media and the ficility she had in translating complex
. ’} M »
visual phenomena into two- and three-dimensional renderings is

truly astoqishing.
S . . .
This amazing dexterity with convention and

N hY

representational modes will be briefly interpreted from within

the first accounts presented in this ;apgr. The accounts are
as follow:

Account One kFigu:e‘7): Painting Done at the ﬁeg;nning'of
Kindergarten. N |
Account Two (Figures 16 and 17): Claywork in Kindorga;t;éf
Accoﬁnt Three (Figurez 23 and 54); Drawing ig the Beginning of
Account Four (figﬁres 29 and 50): One Artwork from Ehrittiha’c
Grade, One Art Serial,

Account Exght (Figures 60, :61, 62 63): Chriatina s Laat

4
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Artworks Made in my Studio.

Themes ‘Appearing in Agcount One

Figure 7 contains.a repertoire of éhree %pnvantionaL
alternatives, all referring to the person o{ Chrigtina; it
also displays clarity of style and c;mpetoncy with paint and
brusg. étraight lines, enumeration, an understanding of the
vertical and horizontal nature of this pictorial surface also
characteriielChristina’s painting. Her own totem—like figure
domin;tes the foreground; numerous radiating lines indicate—
her Jpower—full” stance in the world.

éhriatina's approach is, first ofyall, one of affirmation
and presence., She shows what she knows with a flourish and
imﬁre:sei‘ua‘by her authorifa£ive grasp qf a complicated
world.

Knowing this, and aware of the limits of the .
conve;tiohal ap£roach to tbe language of art, I wondered how
she would fare as a member of ou& group and as a beginning
.artist. As it turned éut, it was her conventionality, together
with her original and participatory stfle of being with art
materials which, by the tensionvwhich such disparate attitudes
create, determined Christina’s style,

L)

The themes in th{s work are quite literally those of the &\\\\~
) . . R .
human body, of name,. of house and of ''background''. There is -

nalso the theme of’bon;ext, gsince Christina’s giri'figure is
‘"placed'' somewhere; it doesn’t exist out of“time/gnd flace as
d? aolitafy schemas of human fiéﬁre:. Three conéenéibnif
configurations form the aggrogaio.

f

Only when we see the evidence that Christina wanted io“‘

~
N © \
N
- P .



I '207’
place a smiling face on her girl do we po;éeive a qhango in _

her approaéh to téchnique. Unable to accomplish her tasgk
eagsily with the large bristle brush she was using, Chrictin}
appears to have taken qrg%;‘pains to separate the bristles and
apply just the amount of é%ént needed to create héer
happily-gwiling, larger-than-life persons: The importance of
the detail of the smile for Christina is a clue to what was of
most vaiue to her in her self—concaptibn as an artist, Thiﬁ
forward-}ooking smiling face appears repeatedly in Christina’s

-~

art.

Themes_Emerging in AMounts T o, Three, Four_and Eight

—— L
Figure 16 shows us Christina’s remarkable clay rabbit,

smiling broadly against a background of implied warmth and
light. Quite apart from showing Christina’s skill, thi; Piece
puts’'us in contact with her ability to bend conventioaé-in
order to make her completed imaée fulfill per demands. Just as
her self-portrait (Account One) gives the im;}cssion of being
finished by its three-part, tightly-knit structureé, this model
of a free—st;nding animal backed by a radia{ing gun and a
series of spiraling coils, also loocks obviou:ly‘finished..
Again, the main'fiéure;isﬁheld within a context over which'it
reigns. Christina ha§ gsolved the problem .of putting the sky
above her rabbit by treating the support surface in a
two—dimena}onal manner, while :hgaging in the construction of
the rabbit as a thrée;dimensional process.

Rather as’zhe;painted by using many ltraiéht iino strokes
.(in:tead of risking the less-easily-controlled wavy or curved

line approach), Christina here works with a series of
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flattened, rectangular masses of clay, one superimposedqupon

the other, and many rolled\coils, which she uszes as modules
and flattens or divides according to the requirements of her
image. The linear coils help her to ''draw' the ;eatures on her
rabbit’s face (which is every bit as important here as was the
face in her painting), and she use; them to make the many

gsnail-like shapes which fill the space above the rabbit’'s

head-— ‘ o

Christina, Jdglike Philippe, Dawn and Scott, who all tried
to push the heavy clay up above a base, found ways to-achieve
‘the image she wanted by‘ufing the heaviness and b; working
with surface relief detail and the grounded mass of the clay.
PrAbably because she had«approacﬂed the\activity with specific
graphic techniques, rathér than those commonly associated with
modelling, Christina had no difficulty drawing a pencil
;epresgptation of her image. This drawin;>‘as,can be seen in
F%gur; 17, shows clearly the series of concentric rectangles
whjéh form tge rabbit’s body, the four wheel-like circles
whi?h stand for the feet, the many spirals which animate the
space between the raﬂbit and thé s?}liné sdn high above. When
confrongo& w;th the necessity of showing.the face (which would
have been invisible had Christina rigorously followed through
with the frontal view she had adopted), Christina again bends

her conventional viewpoint and with as much aplomb as ever,
AP )

. draws a miniscule smiling face on a little circular head at

G4

gho upper corner of the rettangular shape. Pointed ears and
some whiskers radiate from this face, as did the fingers and

. feot of her self-portrait and as-do the rays of the ever

”,

-
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present sun. )

Christina has again made. a three~configuration ensemble

in which one monumental figure dominates and in which two
?
subordinate figures serve as the ground for the first. Because

in the first account the central figure was herself, we can

‘assume thatahere, the rabbit is an important image for

N,

Christina. \

‘Depending upon which mythological tradition one refers
to, rabbits can reiate to different things. They can symbolize
o ‘intuitive aspects of the psyche, as in the story of Alice in
 Wonder}and, in which the White Rabbit guided Alice along
diffi?ultotunnels across the threshold into Wonderland. Or

they can be the hare, which appears with the trickster in the

system of the Tarot and sgpeaks of transformation from one

c

-~

itate of bei&g to anotherfwhccording to Jung’s three modes of
psychic ac?ivity upwards, consciéus and extrovert) rabbits,
and other cfeatur s who surviYe by breeding and pouring out
into life, are exefove;ﬁs. In fable and allegory, as for
example, Aesop’s hare/tortoise tale or the contemporary
cartoons of Bugs Bunny/Elmer Fudd, there is dramatic conttast
between the transfotmat;;e ability of the rabbit and the

-

rarchaic, intractable forces of life present in the other
being. If’we look clogely at Christina’s image, weé cannot but
be struck by how she has %pmbined the~¢wqxoppo:ing quﬁliti.s‘
of the last .of thesé mythic interpreta@ions, the one which

. would surely be the most familiar to Christina. Both the hare

AND tﬁg tortoise can be geen in her image -- tﬁd tortoise in

the rounded carapace and stumpy legs —- the rabbit by the

-
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‘bound by well—defin&ﬁ edges. As ih thebtwo

s

b o) "',
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pointed 3ﬁrs and smiling whigkered face. Thus we find in
Christina’s work the intractable with the transformative..
Figure 24, a crayon drawing, shows a luminous yellow
tent, a grouping of four trees opposgite the tent, and a merry
yel&%w sun hovering equidistant from the trees and the tent.
This, again, is abéutvan amﬁiguous situation. It speaks of
being outdoors while being hidden from view. It speaks of
known ﬁ}ructurea of hoqé life ipd the family, but also about
the unkﬁown, about being in ﬁature, about being vulnerable.

From Christina’s interest in this moment of ‘her summer -

holiday, and particularly from the masterly way she handled

_crayons to draw it, we know how important such a radically-new

)

way. of :elatinéﬁto E;; organic universe of trees and ski and
oth;r peoplg'was for Christina. Tge tent flaps are drawn;
thus, we know that this is not an open space, as was Dawn’s
domed cavern. Ihdggun is no longgr in the corner, but rathsf
overhead, giving the appgarance of protecting the abode.
Christina’s thr;bggigure compositional style remains constant
i this work and.the dominant subje®t suggests, rather than

-
shows, ifs contents.

The themé@ are those of realistic representation,
,3§ocation of lived memory, tontéxt, that which is hiddeﬁ, and
the groﬁndedness of expfrience. Thgge is no hint of anything
gbing on above the base line provided by tﬁe edge of the sheet
of paper, a§;}¥ from the faint presence of the animating sun.
a

Chrlstina s preferged formal alemenhts remain 'parallel

sttaxght lines. radzatzng lines, repetitive loops and surface

~N N

{

o
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previously-described works, it is the multiplicity of points of

view presented within the image that determines Christina’s
style. The tent is seen from its triangular front, while also
being seen from the side. The gun is drawn in a primitive .
schematic fashion, while the other two elements (tent and trees)
show that Christin;'s graphié style has bécome much more
impressionistic. The implied meaning of the grinning sun
(remnants of an “animated“‘e;:T§'Ehildhood) is also in diréct
contradiction with Christina’s naturalistic apprqish to the
forest and tent. ) "
Figure 23, the crayon exercise which was done on the same
day, shows howeChristina spontaneously organized the pist;re
éurface when line and colour, rather than “Summertime\Memory,“
were the subject. Here, her penchaﬁt for the diminishing series ’
of concentric shapgs can bé seen to be the main ofganiziﬁg
feature. As always, she establishes an authoritative form --
here the red and fiﬁk mass iﬁ the very centre —- and follows
"with an energetic and systemaiic enumeration of the formal
poséibilities, which here are the red, purple, blue, pink,
greea,’orange and yellow crayohs.rEach colour fills a rectangle.
In‘the middle, where some white has been rubbed into the ®
magenta, we Qeé:a hint of experimentation with the crayonsa, but

this is not maintained. Pnstead, an abundance of looping, zigzag

and spiraiing lines rotates around the brilliant centre and

\l

fills the surface, ~
Here is Christina at her most exuberant. Her enthusiasm
came forth whenever she found it more ?ngzigpt to enjoy the

materials than make a.éood picture. The fact thatusﬂe wasg N

- 4 e——
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still able to experience this primordially-participatory way of

being in the world explained why she was able to maintain her

-

interest in making art (consiﬁering the c?mplex demands she made
of herself) and explained how she‘overcame the limiﬁs of her
intrinsic interest in and talent for convention.

Account Four (Figure 29) is about the item I chosé from
Christina’s gradegoné art serial because it seemed to me to show
her clearly as a beginning artist. Let us consider this piece in

»
the light of the interpretations we have julst done of three

other of' her artifacts. d

On the day this image was made, the children were invited

to work'with plasticine after having been told a fantasy tale

~

about a pony and a rainon. Christina made a collect%on of

interrelated objects. First, she made a horse (stru;tured
similarly to the clay rabbitﬁ, which supports two riders (a girl
and a bo&). All are sm}lihg and we notice that phristina's
Animated world and her three-point compdsitional style has
remain:d congtant. Following this,‘éhe made a sturdy, ('
multicoloured rainbow ﬁsing her now fam&liar sgxiés 6f

concentric arcs, The -rainbow provides a vertical background for

her horse and riders aqg is unlike (more developed than) the

flat, two-dimensional background she gave to her rabbit image.

¥

Thén, reaffdirming her multi—viewpoiﬁt stylistic approach,
Christina drew a second backgrbund, showing herself standing on
top of the rainbow (quite literally, standing on top Jf the-

world) while the horse climbs to meet her, Two suns frame the
» .
-

drawing in the top|o$rngrs. With that, Christina;s three-figure

3

image, with its one predominant form (the horse‘_
! ! . e

A >
i
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and riders) in the foreground, is complete. o

The ngmbé; of resources Christin; has uled.to build up

‘this'lively Qéeng is astounding; She considered colour an

important element, and used it to gre;t visuaf’advantagé. She

turned plasticine into a variety of gspheres, coils an&’tiles'

and pinched it into a complex assemblage, particularly in the .
. case of the ho;se and riders. The rainbow, shows a masterly

understﬁpding o%(form: Christina found a way of making the | )

four colours (which are simply round coils5 cohereiinto one

v

strong, balanced shape which stands om its own, occupying

séace an§ giving degth to her.scene. Her\deciéiqn to add a ', .
fglast\element in the form of a\2§$wn~illustration,5(the pattern
and overall'compositionuof which expresses joy and is
accomplished in technique), lets us krnow, how important it was
to‘Chfistina'té gsituate her im;ges in'a setting, and, ‘if
possible, against a bac&gt;;;d. . ‘ 
Figures 60, 61, ‘62, 63'show the‘iast'objectk in A
Christina’s art serial. These were made when she was nin;
years old. On one Saturday mornin§ ghe made two differ;nt . .
objects which, I think, pointaoutfthe seemingly contradictory
aspects of her artistic expression. k
Both of thenobiecta are gifts for‘pebple in hgp family.
The first is a menu card for ‘her GrandAcher; the gecond is a
pair of yellog cellophan;‘glasses and velvet wrappiné made for
_her‘céusin whose birthday it w;a that dayt The*firat gift )
shows us Chri;tina at her most'conventional ~- drawing,
cutting—outj as:?mbling, dgcorating a cardboard :urface{ yhicﬁ .
will eventually serve to inform people who are eating at her

\)w
- ! ‘ s ) AN




- " , ' - B 214 N
Grandmother”h tablé what the bill of fare will be. We

recognize Christina’s skillfulness 4ith art materials, her

. meticulousness, her appreciation of naturalistic colours,

s,

qualities which have all beéQ\fvéggﬂt throughout this art
serial., The‘formgl agpects are‘:iso.in line with het,prévi;us
work Q}ncé qé know that the interplay of form and background
o is always present in har work and that framing-is important to
her sense of the finished work. We can see how she has held on

""to the rabbit charécter which appeared at the very beginning
P . -’\i

"of the serial, and how she haz found a way of accommodating it

to the needs qf her developing personality. Fogi péws overlap

~ .

the edges of the card, giving the impression of a

8

three-dimensional imagé And flowers drawn in a ;ircle remind

“us‘of Christiﬁa's eariyluse of concentric shapés. Her sirong
links with her family and the pleasure she téok in giving away
her artwork ;re also apparent here, |

I The second gift was mad; in the last’ few minutes before
Christina left to go home and it shows her at her most
spontaneous, ‘most in iune with ‘the sensuousness of ma%e;ialsh
Fdicindteq by'some scr;ps of clear yellow cellophane, she
attached a @hick rubber baga‘and‘worg‘the "glagsses'' while
selecting some purple velvet from the’fabric drawer. Deciding o

" that the cloth was not in itself quit; interestingm;;;ugh to
be wr:pping f9r the ‘'glagses'', she chose a light and a medium

shade oil ﬁastel\and wrote a birthday message rhythmically all"

_over the dark surface. Then she p%acod doubled tapes along the

~

- edgey - of thetiabrip, put the ‘'glasses' into theirxéontainer,

and wrapped e package gmoothly into an envelope shape.

~
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Themes which are apparent'in this work are those

#ertaininé to,technique and a«”bricolage“ attitude toQatd

artwork Chrlstlna was the person ;n our group who was the
most adro1t with tbols and materlals, and who @ogt[hcttvely
aearched for.pew ahd mo;e-1nteresting Qaye of doing thzngs.

With these characteristicsloame the tendenoy'to considef art

.

as somethlng one makes, rather thah as a formal exten81on of
& .

oneself. Paradoxlcally, Chrlstlna 8 very competence wlth

mater;als,eeempd to ;Eke,;t duffzcult for her to, 80 to—speak,
strike up a ieletiohehib with a barticuiar set of tools and

B
,_J—

materlals 'and stay with them in drder to deepen her imagery.
’ L

Christina’s Artistic .Style = .- ‘ K s

ey ' l -
With head bent in deep concentration, her long blond h;i}
shielding her face from the distractione'of the ‘artroom, /[
Christina pursues her'art-ﬁaking activities in a sblitarg,f

focused and‘visib1§'engaged manher , Ano&ﬁer child éeefs ovar

her shoulder and she gtraiéhtehs'hp,_responds to her friend,

’ . - T -

her sharp;eyed glance dafting arouﬁd the arttoom as ;he'leughs

and then bends over her work with renewed 1nten31ty ©

o

Alert, watchful 1ntent, Chr1st1na came to my art;making~
. L t \ f '

project with a predxaponition to learn those techniques which

she didn’'t already know, to learn them well and*to iearn them
fast.IShe’eeemed to Be continuously looking for ways to make,
her work look better, and her ability to quickly master new

materials and put them to work made her a much~admired person

in the group. At times, this embitiousne{l,lod qu to -

v

undertake more than she was capable offﬁaﬁafing“and her

AL
N ,




part101patory mode, where;n she was caugh£ up in the materlzlg
tnd hpr mot1vat1on to make ;ometh1ng, would then lead her to
hgrlef (axample Fxgure 48 tha abandoned wooden ”1nterlor“)

R Although qu1ck to learn and ‘eager. to put her knowledge to
dgo, Chrlstzna‘also became engréssed in very tlme—consumzng
‘(and what ﬁahy~cﬁildren conaidefed boring) exercises such as

o~

- mixing colours, practlclng d1fferent qualities of llnes and

- 4

doing string collage This bespeaka her med1tat1ve attltude, -
,whiéh’is also‘&pparent in the\recurrence in her wotk of some

¢

madddla'formé (concentric cir¢cles, suns) and shows that, as
J;II as Be%ng dbgnitively‘and emotioﬁglly involvdd‘in the
__syﬁbola of he; drtwérk, she could also be involved bodily in
a ritgalistié, don;figuraéive art-making process.

Chrisﬁlna said that she preferred building and
const?uctinéffo‘drawing,'pdinting a:d modelling. Indeed, our
constructio? projects seemed to require just the right mesh of

) L4 -
problem solving and engagement with materials and tools to

¥

guit her. It:is,as if shelconstantly sought ever more
'ddmhnding approdéhés ;nd was not cont'\t unlesifghe was
wofki?g with a materlal which resi:#ed her‘qongrol.
ICh&istina'a work is characterized by the themes of
.contéxt, organization, animism and intense participation with '
l;dferials, toolsﬂand techniéuea of art. Particularly, it
;peu%s of situation. ce she made the first‘elemenghin a
composition (usually a person or an animal), she proceeded to
‘surround this living thing with deFails and/or other living”

things that would establish the place within which it existed. .

One way of doing this (when clay, construction or moddlling

Y



. 217
was the activify and when most of the children were making

single objects),qwgs by flanking the original object with
supporting element; that identified the central form. This
constant situatedness of Christina’s work makes the narrative
quality &uite important, and the abundance of characters,
symbols and marks, all related one to anothgr, let the viewer
know that the artistflas, in a way, telling a story about
something, An example of this is the first painting (Figure
7) , where she made a schematic representat1on of herself then
added a painting of her name and flnally the outllne of :*“ .
dxstant house. The process was at once enumerat1ve and
narrativé and situational. She proceded by showing what she
could do (complete body schema, correcgly spelled naﬁe)L then
added the setting, which in this case was a sch;matic house.

S

Christina’s “story' was about what she could already do on her
own without any help from anyone. It also showed that a;e was
Iﬁ;a world and could distance herself from herself and look
backiat hergself with satisfaction.

"The multi-faceted nature of Cﬁfi;tina's artwork can be
consi&ire@ in.fhe drawing done at the beginning of‘grade one
(Figure 24). This is part conventional schema (the sun), part
gestural and calligrabhic easp with drawing techniques (the
trees), and part a figurative renéoring of a \'
diffgcult-to-represent object (the tent). Christina’s fo?ut
here’is on the tent This is evzdenced by the clear, dof1nod ’
outlines’ and the double vxewpoznt which shows that she

understood the tent’s structure and how it stood in space, and

also that the tent was in itself anbintoro:ting,objoct.ig her

?
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world. ' .

~

Christina’s artwork was about the‘people in her world.
The tent was a place where people were together with her in a
‘spec1a1 way. The pazntlng was about herself a‘person in
kindergarten. The rabbit/was about a sturdy gnimal presence in
a delimited space. Hbr plas£icine riders wer; aboit being
together andkovetcomlng obstacles with the help of a powerful

animal. The three figured in the model creche bespoke human

relationship.
Ag I mentioned in the descriptive part of this

’

dissertation, Christina often had a definite 1dea of whom she
“ was making her artwork for. Her continuous rglatedness with
otger people—outside‘the art-making §itﬁation was another way
that expressed her style as an artist. By giving herself the
objective of making somethiné“for gsomeone, ghe reduced the
choices which'she had when selecting the themes, materials,
%ormats and organizations of her work, because she had to
. re%er to the person shg wvas planning to give it to and think
abbut what he/she would like. This propensity of Christina’s
to give her afz away éo friends and family members)wtélls me
that for her, art wi; more than an activity; it was objects in
\the world which have value because they look nice and they
give othef pgop}; plegsure. ' |
Stylistically, she seems to vacillate between two modes
-of making art gnd the disparity between these two aéproachef
is striking. The first' which is tho most apparent, is one of
caution, methodicalness, pnd g;eat competeﬁce in u31ng

matetlals and building up 1magea Example: which testify to

L aA
5
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this ‘approach ife_Figure 7 (the red painting), Figure 16.(t§t9
clay rabbit) and Figure 63 (Ehe meﬁu‘car§3:

The other mode is more spontaneous, less controlled
gesturglly, and shows Christina to have had more fun with her
art making. Examples of artifacts‘made when Chrjstina was
working this way are Figure 23 (the crayon exﬁrcise), Figure
39 (the ﬁaper collage with plasticine girl in a landscapJ},
and Figure 60, 61, 62 (the golden glasses made as a gift).

Occasionally, the‘two modes come equally into play. At
suéh Fimes, the results are-particularly successfqi from my
point of Vieu, since in both modes Christina showed an amazing
conceﬂtrdtion and intensity.~fxamples of such moments in
Christina’s art serial are Figure 29\\the plasticine horse and
riders with a rainbow), Figure 53 (the chalk drawing with
flying birds on an aszemblage) ;na Figure 73 (a kindergarten )
paint%pg). ,

As the descriptions of the art-making aituaﬁjgpa will
ha;e made evident, I particularly valued the more extrovert
side of Christina’s artistic style, not because the other side
was not important (it was certainly impressive in every
respect), bgt becau;eethat agpect of Christina was already
receiving ample recognition from others ig'hor world,

Landscapes and interiors peopled\with gmiling animals and
child;en,arg Christina’s favoured themes. Of the four
elements,lair and eafth are most present in her work. It is
the tension between her talent for learning corivention (ghicﬂ
' h;a B?dbled her to acquire =0 many art-making resources in the
,:ﬁort‘time I worked with her), and herhgroat enthusiasm when

Pl
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workxng with the art materials themselves that seem most

succinctly to define Christina as.a beg1nn1ng artist Sﬁe .
brought an element of maturity and even authority to our

art-making project,

R —— s —— . E———— S—— —— t—

¥

Entry

Sfrong and sturdy, precigse in his gesturies and sure of
himself (although generally soft-spoken here in the artroom
and el:owhere), Scott as a beginning artist is reflected in
his'prﬁ serial. Of the group, he was the one who had the least
interest inhmaking art, inasmuch as ﬁhis propensity can
usually be noticed in play aétivities at home and at schooi.
Teachers and parents said that they had rarely known a child
lesg drawn to art activities than Scott. However, within our
group, not only did he coopérate, but he brought enthusiasm
and many of his own ideas to the situat;on. As I noticed on
the v;ry first day of the kindergarten classes, Scott dove
right into my painting session although he had been noticeably
uninterested in everything elée his teacher had planned. '
The ‘accounts which will be discussed in this final

crystallization of Scott’s artistic process and allow us to

glimpse Scott’s underlying artistic style are as follow:

'Accouﬁt Three: Drawing at the Beginning of Grade One (Figures

25, 26).
Account Four: Self-portrait, Painting (Figures 31, 32, 33)\
Account Six: Claywork in Grade Two (Figure 44).

Account éoven: Wo?don Construction (Figure-49, 50, -54).

e N
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Account Eight: Last Artwork in the Serial (Figures 64, 65, 66,

67) .

hemes Appearing in Account Three

Scott’s ''Summertime Memory'' is a crayon drawing which.
shows him swimming near ;ome sand dunes. Because he pictures
himself alone in an environment of gsand, water and sky, we '
know that. it is the sensation of the experience, rather than
its social aspect, that appeals to Scott. Present is this

drawing is the impression of a marvellous place. Pictured is a

simple, primordial place where great mounds of sand stand g
outlined against the empty sky, and blue water lies with its
sti;i, even, clear surface stretching frdm the beginninq until
the ena of time, In this place, Scogl ig happily swimming in .

the water.

Simplicity of means characterize botg the picture
organization and the techniques S;ﬁtt has used. By‘turning the
paper and using,it vertically (rather than horizontally as is
most usual), Scottfimmediataly achieved ; sggf;ce whigh —
responded to his need to show the grandeur and apecialﬁ‘ss of
his experience. His decision to use only the two colours

symbolize his memory of water and sand, blue and prown,

determines the minimalness and the strength of the image.

P

Straight lines are ugsed almost as a pictograph, to show Scoﬁty

in the water. Only the hair-and ears of his figure are

slightly emphasized, along with the face and widely-smiling

‘o

mouth, . .
. The ‘tétal drawing is rigoro&alj symmetrical from the .

upflung arms of the stick-figure to th; three, ovenly-sbgpedl

7

‘ .




mounds of sand. The compo;itional approach is geometric,_.//e22
although we know that Scott is exprfsaing a particularly.
tensua} sxperience. The gestures used to colour the three
large expanses of paper are mainly horizontal for the beach at
the bottom of the composition, mainly vertical for the water,
and mainly diagonal for the hills of sand. Texture is not a
concern. Rather, Scott was trying.to fill in these areas as .
completely as possible, His abundant energy, persistence and
determination shine through.

In Figure 25, we can see how Scott interpreted the idea
of éoing a crayon exercise. He used all the colours available,
made no attempt to organize his sheet of paper, used great
swirling gestures which encompassed the whole area and
generally gave the impression of enjoying the kind of freed;m
offﬁovement which my invitation afforded him. At the bottom of
Fhe sheet, many black specklei form a base and take up aboﬁt
the same amount of paper as does the '"beach" in the drawing he
did next. Thus, we can see that Scott’s choice ‘to limit his
artistic means in his '"beach'' picture had nothing to do with .

the means at his disposal (since we see that he is aware of

texture, overlapéing, transparency, colour) and we can

conclude that h; was making some important artistic decisions ° \

when he chose among his optionz and structured his image as he

L4

did.

Important themes here are those“f bodily involvement, .

space and movement, personal involvement in a majestic
situation, simplicity, stfongth; power, symmetry, balance. The
formal elements Scott uzes here are surface, mass, contour,

' x

¢
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boundaries and symbolic colour,

k\zhgmgg_gmggginq from Accounts Four, Six, Seven and Eight

) Figures 31,_32, 33 ;how us the three~step evoluticn of
Scott’; self-portrait. It i? at the final stage that the image
becomes meaningful in terms of Scott’s expression. Here he has
skillfully traa;formed himself into a-goalie, complets with a ‘
net in. the b#ckground, a p;dded vest, elbow and shin pads, a
helmet, a wide goalie’s stick and a puck. Emphasis has been
added to his face by increasing the contrast between the
features and the background. *

Scott has t:ken on the garh of the hero, since as a
goalie he becomes the defender of his team’s territory,
preventing the puck from entering his team’s net. The goalie
is thé most important single person on a hockey team and is,

';n effect, £he guardian of his group’s honour. This speaks to
me of how Scott idealizes himself as an important individual
within a group, as“the most important person, as a hero.

As he sqlected his paints Scott referred to the colours
of his own clothing, and asked for help when hogyiz_unablo to
achieve exac@l} thg ghade of beige required for the knee pads.
Being true—to—lifénwas extremely important to him. To produce>
all the deﬁails, Sc&tt ugsed a number of drawing and colouring
techniques including feltpen, paint, collage and crayon. Th;
long-term engagement ard the intensity of Scott’s investment
in this image let_gs know that for Scott, making this hommage
t; strength, bravery and skill waé‘ﬁmpogtant. L

His approach was similar to the way he began the 'beach"

picture. In both cases, he started by building in the sfmplott,

—~
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way posgsible, without any apparent foresight or overall plan.

As ﬁe continued, he found a way to puh&himaelf literally into

the picture. The swimming picture allowed him to add,jWimself
at the every last moment on top of a landscape, in sudh a way
as to be swimming in the water. The goalie was a lasf-minute

fiﬁvention that permitted him to transcend his t (althoﬁgh
lite-size) aelf-portraiﬁ\ ’ -

Figure 44 isg Scott’s contribution to a class project,
Each of the children used clay to render a character or a
group of characters in The Christmas Story.

The king is Scott’s contribution. This kiné hold;‘ag
carefully—sﬁaped gift in his outstretched arms. The' gift is
topped by a decorative bow. On the king’s head is a
f;nely—wroqght crown, placed with assurance and dignity. The
&ing.stands tall and upright, looking forward with a

a(elltdefined smile. Scott’s king is another version of the
her01c f1gure he created out of the self-portrait,. It speakén

of generoslty as wvell as of power and strengthéflt speaks of
Scott’s identification with such giving, and his capacity to
conceive of the importance of such‘an hommaée. '

'To, make the form, Scott combined both'analytié and
lynthetlc modell1ng approacheg, although the synthetic (the
artzculat1ng of the clay by presszng and pinching without
breaking, forming and then reissembling-the material)®is the
‘ way he began. The final featureg (the gift and crown) give
. dxpfoigive meaning to khe creéii\kigure and are analyifcalig

added at the end, just as were -the elements gf'the two

previously-discussed objects that served to give them
’ )

\
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signific;ncea

o ;
-

Figures 49, 50, 54 are some wood/;onstructions made in
grade two. Of all the possible things he could have chosen to
make, Scott decided to make a_.tall building, ‘which he

4
identified to his friends as a church. Again, he chose to work

vertically. Door and wi;dows—};e repreganted with feltpensz and

glued shiny fabric. On the second week of’the‘dood

construction project, Scott did very liftle to embellish the

facade of his ''chur¢h'', but instead, added to the volume by &
joining many blockstof wood at the back of the facade. He alsd
increased the surface by situating the wﬁole stghcture on a

. Base that strefched out in front to form an entrance, a kind
of verandah with some long steps leading into the building.

It is evidently the actual shap; and size of the’
construction which was important to Scott. The heaviness, the
compactness, the monumental quality of the objject define the
way it exists in the-world and set it apar‘ froﬁ the other
children’s projects (for example, Philippe’s ''tree'’ and Dawn’'s
“bed'') which took on diéferent, less massive, forms,

F{gure 54 shows an“examﬁlg of the.kind of wooden objecg
Scott ccnstructea when he wanted to make something to take :
home for himself and there was no question of his work being
displayed at school, Accord;ng to Scotg, this was.a “kar;ta
block'. Its simplicity, its rigid symmetry, i?s association
with vigorou? (and in this case, violent) physical activity,
and its reference to autonomous, individualistic and hofoic -
behaviour maintain the artistic identity I now attribute to

Scott. Some aspects also give an indication of the wiy Scott

Al
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is developing. As well as the explicit "blood'" in the middle

12

of the transom and at the base of a support, ﬁe has added
shiny gold silk to give the impression of gsomething which is
extremely important, alméat sacred.’Discrigination wasg
roquiréd; Not only was Scott strongly motivated, but he was

also able to elaborate on his original inspiration in such a

(4

\‘ way as to render his work singularly interesting as a form,

quite apart from its allegorical meaning.

Figures 64, 65, 66, 67 illustrate Scott’s "doll cradle'’,
as it was being made for his sister. This was the last of his
‘furniture-making projects, which preoccupied him during the

monthe he was working in my studio on Saturday mornings. In

' its form, its reference to a certain kind of functional object

and iti‘disclosﬁra of the material and procedural choices '

Scott made, this item gives a clear idea of the way he was

coming to identify himself as a maker of objects.

£

. Figure 65 éhowﬁ Scott in the process of finding the

correct digstance between the extremities of his. structure. He
is balanced on the balls of his feet, his back is straight,
his arms‘outstretched, hands touching the ends of the upright

. . , .
posts. He is concentrated, focused. His body seems to

‘ represent the images in his art serial -~ the centred bed in a

well-enclosed bedroom made cf clay, the swimmer flanked Sy two

- dunes, the balanced, sturdy king holdiné his gift, the church

with its Qoublo spires, the karate block resting on two

-

silk-shrouded pedestals.’
Figure 67, the completed doll’s cradle, shows that Scott

T %

waz becoming more and more concerned with the usefulness of

ATy
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h;; artwork. Rarely at that time did he choose to plrticipaff7
in~g;oup activities such as print-making (except whon~som-ono
offered to help him print a table cloth for a table'he had
\made), or finger painting (except to literally, ''mess arﬁund”
}or a few minutes in Setwe;n more important\préjoott), or - -
making Christmas decorations (except when ho discovered that

LANEN

he could '"build" a Christmas tre
. N s / o
8txrofoam and then colouring them). For him, an quoct worth ”’“\\

e by gluing iogethgtJSIQckq of
making was one which wag rather s&lid, existed in
three-dimensional space, served soﬁe;éurpo:o r’lhtod to the
body (bed, chair, table, hand-held puppet) and could be used
by igggpne.'ﬂe eq?oyed wood-working tools and very cl.arly*was
1p1aying at being grown up. Although he participated
enthusiastiéally in spontaneous, dramatic creations, ' s
thoroughly enjoyed inventing and dressing up in ;blurd
costumes and putting on make-up (usually wicked red lia:hoz
across his cheek), and always took part in the papﬁr bag
puppet plays, his purpose when he arrived oach_day wis to make
or finish some specific item. | -— ‘

The cradle is remarkable in that it is about Sehaviour
which is usually not associated with childhﬁod-cr.ativityhgyot
it retains many of the charactorilficl‘of Scott’s o;tli;r

artwork. .

Scott’'s Artistic Style

If we are to begin to grasp Scott’s artistic style, we
must recognize how generalized was his tendency to approach'
most mituations as if the building/c¢onstructing process was

tﬁe only possible alternative. Wﬁithor he worked with paint,




crayén, clay or wood, Scott wiien he wasn’t ju:t r;vellxng 3:?
the kinagesthetic pleasure of shaping and reshap1ng materzals, \( ‘
was focused upon a iinear buildiqg-ﬁp process ‘" He liied
everything to be well-defineéd, but was not. prone to engage in
meticulous finishing of his images. Thug, the construction was
AOno once and forever, and unless the object could be
continued at quité a different time, Scétt was never inclined
to work on or-elaborate his initial foxm. 'For that reason, it
was‘imﬁortant‘that he be constanfly corifronted with his past
work, Only_in such a way did he transcend the intringic .
difficulty of thi; “automatgc“ approach and achieve some depth
of expression.

Scott’s forms are inevitably characterized by their

overall symmetry, thelr tendency to elther take up
BN

Al

' throe—d1mens1ona1 space or refer expl101t1y to 1t and to be
‘attached to a base line (that is, grounded)

His preferred materials are resistant ones, such as
cardboard, styrofoam -or wodd; although he wasAalways happy to
try any new material.

Scoét’s themes are of two types. If the-class projects
included implicitly or explicitly the making of human figures,

(for example self-portrait, puppets, narrative murals,
IS kY w

X,

Y

depiction of perzonal experience), he usually turned toward

fabricating powerful, -frightening and physically-strong

/

characters: Some of his favourxtez were devils, p1rates, \

witches, two-~headed mon:ter:, cowboys, Indlana, Hulk, cobras,
b

baseball playerg, hockey players and kings. The second type of
theme which attracted Scott’s attention is that of habitable

N
kY
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structures. Examples of this are his 'bedroom'', the wooden

“churc‘ﬁ, nu%erous drawing and pagntingl :; houses, several
cardboard constructions of teepeesx. His series of furniture
can be considered an extension of this intcrilt. The only
veHicles which appeared regularly in Scott’s l;rial'woro
boats, and on each occazion these took the form of battleships
or aircraft carriers. Once Scott mad; a helicopter,

Scott’s approach to art—mlking activiﬁiOI wa; that of
‘someone who, at the beginning, didn’t quite seem to know why
he was there, Because he followed instructions well and had a

\-
great enthusiasm for actually working with art materials -

@5ushing around paint on paper, squashing clay and squeezing o
it into shapes, filling expanses with black chgrcdil), he
enfcred into the.process without a strong desire to make
something in particular but with a general confidence in the
gituation. He had a strong sensze of order and propfioty toward

other people, while also being individualistic in his

Qrt-making and his expression of the world.

Conclugion
The child as a beginning artist draws upon his/her wo?ld.'

These descriptions and interpretations of four childhood art t

AN

serials reveal that, despite the intractable nature of the
cﬁild art process and the way childhood arti:tic~dovolopmont

" is contextually grounded, I was able to identify aspects of

3

each child art serial which appear continuous and seem to
.reflect an artistic style. Because atyl; in art refers to the °
development of a soqu:hce\ihﬂ’to the simple relatedness of

.,




230
traits such as form, organization, theme and content, in my

deicriptions and intérpretations I dealt with the individual
artworks as autonomous objects#in the world,

"What each and every aesthetic object imposes upon us, in
appropriate rhythms, is a unique and singular formula for the
flow of our energy...Every work of art embodies a principle of
proceeding, of stopping, of scanning; an image of energy or
relaxation, the imprint of a caressing or destroying hand
which is the artist’s alone.' We can call this the physiognomy
of the work, or its rhythm, or, as I would rather do, its
style. (Note 1)

With such a definition of style, we have come full
circle, to the point from which we embarked on this
exploration of childhood art making. We aré back to

. ¢ )
Merleau-Ponty’s understanding. of art as embodied cognition and
as "autofigurative'. '‘The specticle is first of all a
spectacle of itself before it is a spectacle of something
outzide of it.'(Note 2)

..art,,.draws upon this _fabric of brute meaning which
activism (or operationalism-Trans.) would prefer to ignore.
Art and only art does 8o in full innocence, From the writer
and the philosopher, in contrast, we want opinions and advice,
We will not allow them to hold the world suspended. We wanpt
‘them to take a stand; they cannot waive the responsibilities
of men who speak. Music at the other extreme, is too far
beyond the world and the designatable to depict anything but |
certain outlines of Being-its ebb and flow, its growth its
uphcavals, its turbulence.

.. I came to think of Philippe as being oriented toward
structure; Dawn az being organic in her approach to art
making; Christina as being a symbolic artist; Scott as being
functional by nature. While these very general predis{ositiohs
seemed obvious to me, I also noticed that embedded in the

'int.rprotations were continuums of each of these four

qualities. Thus, Philippe’s structural style includeglalsb
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much ‘which is complementary to it -~ magic, surprise, dtngqr.

While Dawn’e work is clearly organic, it also shows the
contrasting qualities of order and method. Similarly,
Christina’s symbolic approach is balanced by animistic and
energetic traits. Scott'a‘continued desire to mako.fhingt with
thch he could do something led me to call his approach
functional, but also present in his work is the capacity to
participate totally in a variety of magnrials and thomasl Thus
I would be inclined to.say.that the complement of Scott’s
style isvparticipatory. ‘ .

Having come this far, I =it §a¢k and look at these fowt
words I ha%e written. "What, is it only that?" And then &)
Klee’s words, written when ﬁe wag thirty-seven and later
engraved,on his tombstone come_;o mind: "I cannot be caught in
immaﬁence“: Indeed I have bean presumptious! What I have been
trying to translate is more mysterious than any writgon text.,
It is miggled in the very root;,of being., It is mixed wit? the

) ) . 3 . - .
impalpable source of aghsat}ogg. Understandably, what I can

- ~

are. T §§ . .

say i;)the feebl'lest uttering compared with what the serials
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™ : Notes.
¥ Chapter IV
1 Susan Sontag quoting Raymond‘Bayer, Against Interpretation
(New York: Farrar, '‘Straus, Giroux, 1966), p. 28.
2 Maurice Merleau-Ponty, The Primacy of Perception (Evanston:

Northwestern University Press, 1964), p. 181, o
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CHAPTER V ‘
o, SUMMARY AND CONCLUSIONS
Introduction ‘
in the beginning ]
'wag not the Word., .earlie
Reigned the grand gilence
‘before the first word
is the sigh of the sea
and after the last
it lies in the dust | | !
you can pick it up like that -
the first word...nothing
it lies in the dust »
you can pick it up like this

the last word...nothing v V-
(Note 1) h , " _ »

. v ¢

This concluding ch#pter is a fetraspécgive lopk at ﬁﬁea
several understandings which came from the study ahd are all
in one way or another related to the intention announced at
the beginning of this dissertation, to describe the child art
proc;ss. My desire to describe what th; Ehildron were doing
came from the impression that child art 'is not an entirely
ineffable phenomenon and that my prolonged and'pot:iltnnt gaze

would allow me not only to come to an_essential gra:p'of

j .
individual child art styles but also to span.about them with‘
(knowledge. This turned out parti}}ly to be the case, ané thp |
degree of failure I had is just ;s important az the degree of
success:lWhére'I failed, I learned to accept limits and to
I:eorder the phenomenon of qhildiart in light of how I, as tho"
artlieachér, exﬁerienco& it, |

™
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I founq that i% was often difficult to give wordzs to my
experience oE'coming to know the children’s work. The
unnamable reminds me of the rich, uncontrollag}e dimension of
existence and of the impariousness of the nonlinguistic. The
exercise of trying to write about what is presumed to be a
well-known phenomonon‘in our field, child art, reawakened me
to the ordinariness, as well as to th; extraordinariness, of

art education. It was an unsettling experience, since I was

4

without examplars and was driven on by a kind of blind faith

in children’s creative im;gin;tions. Finding words to tell

about the choices of materials, techniques and themes which
each of the children mad; wa; fairly sinipple, but discovering
words to show what these choices meant to me required that I
detach myself from all expectations:about how art should look
and assgume that each 'child was already an artist. Noticing the
ineffable, coming to terms with the imﬁoﬁsibility of
adequately describing what the children were doing when th;y
were making art, helﬁed me wonder at the field of art*
education in which I work., For then, the awareness re-emerged .
that my reflective life was situated entirely within my
_unroflective life, and I -realized that ovb;ytging verbal had
itl,rooti in tH§ non-verbal. It became eéidong,to me that art
education can only unfold as a cultural inscription from an
attitude of concern with and for the silence of each person.
It now appears problematic that leaders in the field
should be defining art education more and more in terms of

linguistic and r;tional-analytic controls. The incredible

- eI

o cxtraordiquino:s of each child’s sense of rightness (and the

N,
s
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rightness of these in terms of art theory aﬁd art history) 235
cannot be taken into account in the newer fo;us of art
education, This, the "aesthetic edﬁcation“ movement (currontl;
asgociated with the Getty Institute),»which seeks to éhinge

" both the theory and'praatice guiding ‘our field.by exchanging
our traditional focus on making‘art for a éocus on

appreciating ''excellent'' art, claim that art history,
,;estheticg and art criticism must be included with studio’ art
at all levels of the curriculum, From what I have learned
through this study, it will be impossgible to racpncileithe
needs of discipline-based art education and the children’s
sense of personal pfopriety. It is one of those rare either-or ,
gituations since it appears absolutely imperative to my
interbretation of the art education project ﬁhat we be able to
listen éo the gilence in each childﬂ;nd that we find ways of

—r -

~ talking about it in clearer and ever more understandable ways,

regardless of our stuttering and our feelings of foolishness .
about our awkwardness with‘languége:,

The c;nclusions will focus upon how my experiencse of
frying to get to the roots of who the chffhren ware ;s argists
has had impli;étions upon my own practice and has‘enabled me
to come to grips with certain education and art'educat%on
ézaditions in the province of Quebec. ‘The theory underlying
the practice which motivated this project is ;dbonsidorod in
light of what I learnedaby‘studyinéithe art processes of a
group of children. |

N
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The major purpose of this study has been to understand

individual children’s art'styles while working with children
who were oncouﬁter{ng for the first time tﬁg idea that art was
an important consideration. The results of my study s;ppgrt
the idiosyncratic theory about what childrénléofhé artists,

but the differences between the children were found to be more

subtle and more difficult to typify than had been expected.
-

While PhiPippe, Dawn, Christina‘and Scott proved to be very

different kinds of artiéts and although this diversity was
evident from EE;-E%Qrt, appreciating the iﬁtegfity and the
quality of each child’s language and then learning to talk
about these Iﬁnguag&s required that I adopt not onl; an
attitude of unconditional resefct toward the children’s work,
but also the practice of.methodically describin? what the
children had done. It was this ongoing process of verbilly

describing the childrén’s artifacts which proved to be the

' gingle most important aspect of the Project for me. I learned
" that the long-term engagement in individual art serials brings

~.with it an ever-increasing sensitivity about how people

experience theirvworlds and translate thig experience into
obj;cts, and an over-incrgasing capacity to gspeak about these
individual ways of being in the world.

In order to be ?ble to doscribe‘ﬁhe artwork, Carini’s
approach to children’s work in general was ad;pted to meet the’

specific charicteristics of this art education project' The

prolonged exercise of the descrzptzve—1nterpret1ve approach

.has ‘changed the way'I conceive of evaluatzom»zn art teachxng

and has influenced my work in teacher educatxon.kEvaluatlon of

-, N ) -~
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classroom art now seems to me to 7? not only possible but also

important, inasmuch as the valuing process:implicit in my
ekpi:ience obliges the teacher to take each child seriously as
an artist, Description of the child’as work automatically gives

theiteacher cumulative access to levels of the child’s

L 4
’

experience which are not usually accessible, and thus enables

“the teacher to be judicious in the organivation of art

activities, -

Into my pract;ce n teacher education I have gradually
incorporated a series of procedures whereby all the studio
work of each student teacher (techniqal exercisos) figurative
and non-figurative work, as well as contributions to
collective work) is now considered for dominant and recurring
themes. The interpretations of each perso;’s relationship with
the world thus achieved avoid the problems associated with
péychologici; interpretations and by virtue of the quality of
the empirical evidence fﬁrnished through the a;t objects can
be confidently.shared by groups of students. Fo;
gtudent—teacherg degtined to become general classroom
teachers, who are habitually intimidated by the idea that
coﬁpetence with materials takes precedence over other
consi#erat;ons in art, the possibility of having access to’
their_own styles without being evaluated in terms of their
capacity to represent visual Phenomena has immediate and
long-term significance. For my ;tudents,and for myself, this
ability to recognize and appreciate the'originality of each

person and to have the means of maintaining this as our focus

while answering the needs of a technical world is extremely

t . /
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exciting:§3
Our enthugiagm is easy to understand, for contemporary

discourse in education has tended ta dichotomize experience.
For example, teacher—preparation progfamme;ybf study offer
courses ;hich treat human experience as if the reflective life
¢ou1d be definitively separate&ufrom action; attention is
accorded either to the child or to the ¢rogramme of study,

either to developmental characteristics of the child or to
- -~

t

“~ .
' techniques recommended for certain age groups, either to the

person as an expressive entity or to the convent}onshof our

gsociety. This separation, which was probably intended to

‘rationalize a ég#plqg‘profess;onal entgrprisé‘xhas resulted in

an accentuation of the problem. fhat which is indeed complax_
and difficult to undegptandﬂ human behaviour, when app;ehehded
through such a structdre of opposition} appears confusing and
insignificant, because there are no pragmatic means ;f Fomi;g

to grips with the phenomenon. I believe now that were the
. ) ) . ‘ \
descriptive-interpretive process, as it can be'experienced in

art education, taken seriously as a means of participating‘ .\
respectfully in the reality of another person (through

technique, convention and method) while maintaining one’®
sense of unfolding self-identity, m{gy-of theqfisW?s g%

education theorists could become reality.

Two other features of the art teaching-learning situation

3
3

kept qppearing and re-appearing in my accounts., One, th§

process of a’child becoming ‘''good in art', (that is, hgving a
’ ' A

'positive identification with the domain of the artg and

feeling confident about hi@[herséaf as an artist) provéd

S
* . . f u
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itself to be riddled with pltfalls and unexpected complications.

Whereas most art educatién theories (including my own) stressgd
the importance of the quality of the relatignrhip between the
teacher and the child, emphasized the need for careful

structuring of the lessons and at the same time purveyed the

notion that art was a natural and even a spontaneous

manlfestatlon of chlldhood I found .that while each of yﬁ
chlldren was indeed a potent1a1 artlst, convincing him/her of
this was no easy task, I was obliged to re-evaluate my own
notion of the reletéonship between theory and practice within
the field of art educ?tion. This in turn allowed me to reflect
upon t?e possibility of alternative approaches to trying to
lessen the gap between that ypich is believed, that which is
"understood and that whic; is done. )

Several years ago I wrote (Noie 2):—

What shines througﬁ the literature is a ciear picture of the
skills'and values of art educators who are perceiving children
in a very particular and uniform manner. The imbalance between
the image of the artist-teacher and the child-artist is such
that it is currently possible to peruse the writing of our field
without coming to any "artistic understandlng (term..used by
Rgchel Mason, 1982) (Note 3) with regards to. the development of
children. . ]
Now, having studied my own experience of what went on in an
artroom, I realize that whlle the child-artist’s image in some
of our litérature 13 1solated from 1ts context-and fragmented \
from its source, the artist-teacher’s experience iz also
unclear. The imbalance is of a different.o;&er from whah I first
suspected, and what is really being bandied about as exemplars

of art teaching are rationalizations of an ideology.,Ong of the

emotional underpinnings of our enterprise has- "
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appeared to be that children enjoy what we ask them to do and

that they all love art. That there is indeed something magical
about the mixture éf childhood and art materials I do not
question: indeed my study once again confirmed for me the e
simplicity of relationship between tﬁese two entities,
However, it is important to remember that this group of
children were~maki?g art because an adult saia that art méking
was a worthwhile activity and that (with the posszible
exception of Dawn) they would foreseeaply have engaged in many
other ‘sorts of activities, even in the artr;agj-had I not made
my interest explicit.

i I fohﬁdigut that it was very diﬁjicult to plan lessons in
r such a Qéy as.fo ensure that the majority of the children had,

from my point of view, educat1onal and artistic experiences,
s, Iwhile at the same time ep;dylng being in the artroom. The only

\\

way that I could consistently achieve the ambiahce which my — ¢
pedagogical mode required was by very gently introduéing even
the simﬁlest of technical problems, thematic considerations or

’ ) \formal concepts, by introducing these things as I-would

introduce a precious, faithful frlend who had stood by me and
‘who I wished to see stand by others as well. Only by appeallng
to the children's delight in intense sensations (bright
oo ;olours contrasting with soft and dark ones; thin delicate
spapers becoming malleable material th;ough the intervention of
the ruthless metal of their scissors; amorphous cold earth
taking form by the prassure of warm flngers and the grasp of |

hands) and their desire to make things which have value for “

@ others in their worlds, was I able to teach art. I was’
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congtantly encouraging them, for, as has been well documented

by those who have studied the trahsitions from play to art
and from art to play, !

In contrast to learning, which is reality-oriented, art
resembles play inasmuch ag-it enjoys sanctuary from the laws
.of time, place, and causality. Nevertheless ‘art is more -
stressful than play. Attempts to induce people to exert
themselves in art by presenting it as a kind of play zoon lead
to dead ends. (Note 4) .

As I carried -on my study and focused on how the children
were engaging in ideas about art, I came to realize that what
I was asking required of the children a great deal of courage.
'Some of the children were, at first, simply not very
interested in what I pr&posed and I, for my part, had to wait
for the moment when something in their worlds would merge with
something in mine and the art-making process would haltingly
appear. Others at firs§\approached what I had to szay as though

it were a command and as thouéh all they had to do was to

carry out my wishes, Still others were cautious and seemed

S

always to be deferring judgement about what to make of my 0
suggestion -that we make art., A few were present, from tho;
outset, to my thoughts about art. My guggestions.wero
experienced by the children‘in varied ways and not over&on;
found my truths irresistible. I thus cannot imagine tha: I
could have achieved more,~in terms of drawing them into my
world of art, by correcting them, by jﬁdging their work or by
demanding that they criticize their own work, What became
evident to me‘frbm.analysix of my own pedagogical dialgguo is
that it is indeed very parti;ular, that my owﬁ nonzo'oé Whﬁf

N
wasg right was very strong, that I was constantly worried about

~

-

<~
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how well the children were doing and that this worry could

ha;c been aliaviated had I known what I know now, That is, it
seems to me that each child, in terms of an extended
life-world of famjly, culture and perso;ai predispositions, is
.as much responsible for‘his/her own artistic process as I am,;
Also, I now realize that the congsistency (or the logic¢ and
.inte;n;l coherency) of the process canh he seen only in
retrospect. Before being confronted with the true forms and e

expressions ofy.the child (which were there all the time, but

edude&‘rational depiction), the teacher simply has to have

~

'In view of what I l;arned from the children about-their
gragp of art, I have difficulty reconciling the prigritvahicﬁ
many art educators accord to drawing and realistic graphic
representgtion. Despite my own appreciation of and ease with

'"drawing as an important artistic mode, none of the children

-

showed a preference for drawing. This was particﬁlarl;
;emarked upon at -the time I interviewed the childr;n, at the
end of grade qwo, when yifhout exception, drawing was at the
bottom of the lists of what the children said to be their
preferred art activities, The.many explanations for this do
‘not change the evidence that, given a cgoice, the children in
my group all engaged in painting, constructing, modelling or
‘bricolage'’ activities ratﬁer than drawing.

The second feature, which is directly relgted to my
ongoing consternation when confronted with‘thﬁ inc%edi?le

complexity of the artroom, was -my discovery of the paradoxical

nature of my objective. Making art became a cultural
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possibility for the children when I, as artist-teacher, was in

the setting and could participate in what the children were
doing. At other times, this ''making'' was named according to
itg technique or its 'purpose such as colouring, cutting out or

making hallowe’en masks, Thus the art teacher jig the context
2
in many\ipspects and must be considered in any study of

children’s .art making. The children each .also are ''context"

and thus all that remains is the marvellous and intricate

BN

network of diifogugs'to which the art serials bear witness,

This second real{zatfcn concerning my responsibility -

I

surprigsed me as much as had the first, which focused uéon the

individual child as a being who iz strongly inner-directed,
but not necessarily predisposed to create, Here I was up

against conflicting 3yiden%p and much of the contents of this

A

thesis unveils how I came to terms with the con;rad}céion
embedded in the concept of the:proiect. I believe that {
children are beginning artists only to those of &a who look at
them as beginning artists. Recognition of children as
'beginning artists carries with it a weight of responsibilit;

and certain problems fo; the adult. Based on this experiences,
* . ( b
I am able to affirm that meeting children in an art-making

project }equires of the artist-teacher a much more extensive -
, N B
inventory of skills, competencies, techniques and experience

as an artist than has been discussed in the art education

r

iiterature. This reali;ation came to me as a surprise, since I
had begun with no real plan about how to didactically

structure. the art activities in such a way as to include' the

R a— e ar—— a—




1 "
‘ - 244
considerable, and I was able to understand both the reaction

to Lowenfeldian art education (which places minor importance
on the degree of preparation of the teacher) and the lack of
impact of the mode luggeste§ by Beittel (which places the onus
on the teacher to come to an essential understanding of ghe
beginning.artist) . What had been left out of both these

/ . ' i
accounts of what art teaching is was the experience of the

teacher, : ‘\\

. Pedagogy and Aims .

As was indicated in the preceding séction, teaching
children as beginning artists is very hard work when
undertaken in a school setting. This means that, first of all,
the myth of art as a nagurél activity which has only to be
lovingly nurtured if it ig'fg.bear the fruits of authentic
image maktng must be disspelled. In the educational community
of the province of Quebec, the program of studies which
governs classroom teachers and art specialists in the teaching
and evaluating of art at the elementary level provided
spacific guidelines, It states:

1l Le critére d’évaluation privildgie en arts plastiques
qui englobe touz les autres, c’est l’authenticite., L

2 C'est &3 1’enseignant competent que revient la ‘
respongabilité d’évaluer la démarche de 1l’enfant.

3 C’est la démarche de 1'6ldve que l’enseignant évalue.

' (Note 5) .
Thus we are told that the teacher who knows the child,is the
on{{&Person able to evaluate, that it i the process which is
to be evaluated, that the only important criterion of the
evaluation is the 'authenticity'" of the process. Sinéeﬂ

teachers find themselves to be intruding on the chiidhqod

\:g landscape, which is without a concept of art (which plays,
) ‘ | '
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makes things, but which is without a notion of art a=z a

specific kind of human activity), they have to find ways of
gently drawing children into their world, Oﬁ this, fhg Quebec
program of studies ?s also clearly saying that it is to the
degre; that thé teacher is sensitive to, and cognizant of,
his/her own image, that he/she will be able to ''see" Fhe
child’s. image. (Note 6) ‘

The importance of this, and gho difficulty of including
it in school situations, cannot, I believe:'be overestimated.
It is the'pfocedures by which art teaching is accomplished
that determine whether or not it is art education. Only our
focus on the praocedure rather than on the results can tell us
that this is an art education situation. This calls into
question the aims of art education and $as I found in my
ruminations) al} positing of qistant go§13"riise§ ethical
proble;;. It is accepted that an educator must,have aims, for,
as a concept, '‘'‘education'" itself has a standard or nor;; as it
were, bu?lt into it. We are committed to judgemQAtx of value
each time we mentioq 'education’, even in contexts quite
remot§ from that of the artroom. Some aims appeal to many of
us (selfvrealization, the greatest happiness of tho groa"cut~
number, nature as‘a guide toward goodness, beauty in cvorydgy
life), but I found that such general aimszs are never merely
harmless extravagances. They are always dangerous, because in

t
education, the impact of one person on the other iz more
conscious than in daily life and the differences between us
are acgentuated. The crucial question is, what procedures are

to be adopted to implement the aims and can thesze pedagogical
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processes include within them the long-term objectives? The

axmt are embedded in the procedures, not v1ce versa, and the
many possible different approaches to the task of
implementation of theory make the justification of educmtion
by ‘reference to an end which is extrinsic to it extremely
prdblematic. In thigs respect, I came to appreciate what is
written into the art program of Quebec, for it puts emphasis
upon the actual procedure of teaching and develops its glébai
objective from the process of pedagogy, raﬁher than from some
futurelbghaviouri

N

...amener l’enfant a faire et a voir son zmage a chaque
étape de 'son évolution graphique pour acqueérir une
connaissance intuitive de lui-meme et de son envxronment
(Note 7)

This puts the emphasis upon the dialogﬁe rather thah:uéon
either the talent of the child or the competence of the.
teacher and (althdugh I don’t understand why the concept of
”graphic ;volution has been used as a g&id@ to artistic
deVelopment in ge;eral) enables thought about the teachxng of
art to roszde within the process of toachzng And I am able
also to appreciate that our vocabulary avoids the pitfalls of
such aims as self~realization, life, happiness and so on,
which, I now realize, do more than simply 6bscure the person
of the beginning artist; they also encourage an igstrumehtal
way of looking at our reasons fﬁ?*teaching art. The truth is
that there is a quality of life embedded in the artroom
activities which constitute art education, and that any of our

objectives can be explicated only by reference to such

-activities. Our institutional art program, with intermediate
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goals formulated in such. terms as “to represent'', 'to 247
organize', '‘to exploreﬂ, “'to modify'', "to discover", and
ultimate goals, in words such as "t o use'', ''to tell', '‘to
explain' (Note 8), has recognized that the content of art
curriculum must be linked to the ongoing making process,
rafher'than to foreseeable behavioural pPbjectives,

In £his sense, the term "authenticity'', as it has been
used 'in our own‘curriculum, stgnds ag the central focus for -
all evalhative acts and is enlightened by testimony from the
life-world of’§he artroém,‘vhere description is more than the
translation of a romantic desir? for escape from the doubt
which plagues‘the art teacher. flaciné one’s faith in the
authenticity of the child is to be replaced by placiqg one’s
faith in the authenticity of.the cﬁild’s artwo;k, in which
recognition can fruitfully bensought and from which ins}ght
into the values of the child in the world can be gained. This
way, .art is considered as other than a means to an egd (that
is, as a convenéionalized system whiéh can be tauéht.and
learnt within thg‘normal schooliqg process ags an ensemble of.
éechniques, conEepta and skills), and children can bae“known as
contihuous in their experience, which has nothing to do with
. §dult notions of beauty and value. This is imﬁgrtant becausge

[

‘'we as human beings can make comparisons (education and .

{
evaluation always include comparison) that txuly illuminate

only if we have the imagination to grasp individual essences',

(Note 9)

Validity and_Intersubject ivity

I realized that if by ‘life’ is meant what goes on

<
i
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outside schools, there is an important sense in which ’'life’

must be for the sagz of what goes on in the artroom, not art
for life, If was thus obvious‘that'I was inextricably linked
to the children in their lives outside the-artroom and I
realized the importance ‘'of what I was doing (albeit in a
theoretical sense), but the fPtility of d;ing it in the
context of a research project. For my aim was to educate the
childrhn as grfists'and about art, and I had not been gi?en
that task by the pareqts, the school, or the children
themselves. I wa; an outsider f;om the séart and although a
special and (from my viewpoint) very wonderful relationship
was cgeated'wighin the framework of the study (I often spoke
‘of my y;ung “coileagues” for éxample, rather than of the

children or of my students), I had no real accountability to

anyone and like any other volunteer offering my services, I

could ‘retreat at any moment.

Thus, while I was handicapped by a lack of continuity in
‘the pedagogical relationship and by an ''outsider'' status which
péecludod the depth of mutual experience usually considered
the base of everyday school re1a£ionships, I was ériviléged in
‘that myuregular comings and goings to and f;om the scho;I
enabled me continuﬁusly to review the quality of the art '
teaching relationship. Every encounter was an event and eaéh
event b;ought wi£h it its own performance of asymmetry as I
experienced my relative success with telling the children
about: art as aovalﬁable aspect of life. This privilege

precluded my acting‘is though reciprocity were possible. I

found, as have others,- that ''the intetsubjective relation is a

4

-



non-symmetrical relation. I am.tesponsible for the other
without waiting for reciprocity. Reciprocity is his affair"
(Note 10).
In my emeination of this one aspect of my relationship
. with art e%ucation, I found myself able to move beyond the
focused vision of reality, as this apﬁlied_}o questions which
determine action, to one that encomp;sses the broader and ’
. interconnecﬁgd compoﬁents of art odubation: Where the thcmo‘of
the individual as artist and as child artist was of prime
interest before, now I see the child‘is-part of the
world and I am simply another part of the we within which we
%oth participate., Axiological coﬁsiderations‘(that is, the
good and bad things that I do to the child or that the chila
does to he), do not disappear, but they are located within a
shared landscape quite distinct'from that of psychology, where
‘ child art exists as a manifestation ‘of th; child’s inner
- nature, and quite distinct from traditional didactici, where

child art exists as a rbsppnse of the child to

) .
adult-determined exemplars of art. I now see that the art

period each week wag a remote and separate moment in most of
the children’s week and that this little island of time, which
I experienced aS'pa;t pf m& past,fprosent and future, was
almost an anomaly for them within theoscope of their
educational lives. I learnt that there is an immense network
of values which helps each of us begin to exist as a person
within the horizon of the school, but that art as a mode of
being and as a program of study exists in a state of tension

(and at times antagonism) with the prime threads of the web. ;%
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On_the Subject of Talent

£
<

‘Diroctly related to my continued interest in the way each
child was approacﬁiﬁg the materials and themes of ;y world was
a theme which has always provoked ambivalent reactions from
art educators and from myself as' a member of that group. My
conversations with the parents and teachers of the children
inevitabl& led to the issue of-talent and (as I found out by
rereading my jogrnais and liatenipg to the tapes) to my lack °
of response eir questions or my non-committal inference
that all childrep are ''natural' artists. At the time, I was
not struck by the apparently-universal supposition among
adults who were peripheral to my p%ojec?,that I must be

4

looking for talent, since for an artist (as common opinion has

it) only talent is worth investihg i and becoming engaged -

with, Now I sgee this as being of central importance to any

’ N

discussion about child art and cur;iculum plannirig. I avoided
talk{hg to the parents, because I felt I diﬁn't Rave the words
to tell £hem about the quality of the talent éf their
ch?ldren. I was thinking of myself as being without that
shared community which we call art education, I wasaacéing as
though our field of wo?k was without a tradition of personal
exXperience (éacit or explicit) that seeks to do more than
assume that an individual art teacher will somehow muddle
through without-words which speak of the.imaginative stylegbofv
their students. Rgbognézing tdlent in art (as in other areas)
‘rofor; to what appears tO‘tea;hers as an essential

\ -
understanding of the particular way one child exists in a

world of cultural objects. Teacher can learn to talk about
» -
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this and, I believe, must learn to talk about this 'in a living

language based uponh first-hand experience of the child. In

BN

this way, a language can be built up and a field of work, that

1

of art education, looking to be considered a.“discipline“, may
tend toward its long-desired reward. The art educator has a
rich source to work from ﬁo be able to adually create this
lariguage, for as has begn demonstrated by thogse working in
phenomeno}ogy who are interested in a;t and expression, the

aesthetic object is! open to description, while the aesthetic

\

experience remains elusive.
. -

Style is the locus in which the artist appears. And this is
due to what is strictly technical in style: a certain way of
treating matter, of assembling and arranging stones, colours,
or sounds. In order to create an aesthetic object, style gives
the appearance of urgency to these arrangements,
simplifications, and combinatiofis by which man keeps adding to
nature and asserting his freedom from all accepted facts and
models, (Noté~11l) &

IO
Ll

But as many have pointed out, the realization of generative

ideas requires a sustained dialogue between inner thoughts and

the process of realization. For children working in schools as

° beginning artists, just as for artist; working in their
studios, the ability to extend one’s st;ie into the -outer
world depends‘;s much upon ﬁustgnance and support (the art
teacher’s role) as it does upon iq;pirafion or talent, It is‘
in the labour, which can be interchangeable with plaf, but
which must not be confused with 'it, that the idea is worked

£

out and that children‘¥epreaentifhems.1ves to the world as

<

beg;nning artists, &

To think is to hold an idéa long enough to unlock and shape
its power in the varied contexts of shared human knowledge.
There are‘differenges among human beings in their willingness

N »)
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to pursue and hold the power of ideas, and it is within this
domain that the similarities and differences between thought
in its munrane and creative forms may live., (Note 12)

-

In this statement by Vera John-Steiner, I findefhe most

important elements of the pedagogical dialégue already ordered -

in a configuration which permits art education to)§ake place.
Emphasis is placed first upon the willihgness ofxthe P N
v . o a
~ ¢ P
that is, the child’s necessary complicity. withwthe'art

teacher. Second, the long-term duration of the dialogue is

cited as a consideration. Third, the notion of creative

.

'exprossiod as shared expression is Underlined. These keyword§'

are strikingly - similar to the pedaéogical matrix identified

* A

withil ‘the descriptions (Chapter=Jhree of,this thesis), wheré

. seif—direction, gelf-loss and self-sharing were identified as

: -y
the elements of the eonstant mechanifm by which fhe,children

and I were held in pedagdgical tension. »
New Research Questions S

L4

I believe that at present, all research questions in art |

leducation must be framed with an understanding of the meaning

of our failure to put our theory into pfactice and of the
dang;rs o%‘de;troyin;'thé-thegrylppbn w?ich our field of
practice ha§ beeh bu;df by thinking too much about how we can
bitlor‘congrolothe é&# teaching situat%on.' |

It is wipﬂin the how that we.must~work, for within the’:
how, with{n\tﬂé ﬁngoiqg dialogues, much is goingxoﬁ that

gimply does nobllend itself to pat sﬁpteﬁents about learning.

From such a perspective, questions such as these cdn bé/askedg

¢

1. What kind of -pedagogical dialogue would enable me to study N

. ¥

v 1.
: Qg%
. .

¢ Y



image makzng in drawing as I have studied image. making in a?fa
t%e structural modes available to young cHildren in our
culture? That is, faced ;ith the difficulty which the
continually—-changing sensuous modes‘of being with material;
imposed upon my analysis of how children situate theﬁ:clyes in
‘an artroom; could the element of choice (pogsihly with régards
%o the format, medium, sﬁpport and theme) Dbe incI:ded, and, at
the same £ime: the need to be focuzed upon for§‘also meF?
Although drawiné:does not seem to be as ipportant an “
expressive mode for young children as the iraditional art
education texts imply, this study confirms that for tHe ?dqlt
_who wantg to understand the child through his/her art,,
analysza of drawings is easier than that of other modss
because there is so much information made 1mmed1ately
available to the adult. ,

2. How do tﬁé particular ways of children acting as artists
make sense to me in terms of my own undefstéq&}ng of what has’
value? That is, how does Philippe’s, Dawn’s, Christina’s and
Scott’s particular ways of being artists correspond with what

I am ablc to identify as’ my own grasp, and what does thxs

'correspondence mean to our collectzve art educatlon project?

3. From within the’pedagog;fal dialogue, is 1t possible to
determiné various children’s preferred expressive modg: and to

plan pedagdgy on a disciplinary basis, which would,bc'moro

3

appropriate to the personal styles of tha‘phildr.n? That 4is, I

noticed that within my group there were some children for whom

dramatic expression was a more attractive art form, and others

for whom movement and dance were more bagic modes of

N
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expression. Could this evidence be put into art educational

+

-

practige?

L3

4, How does a particular child’s early art relate to (or

resemble) the child’s writing? speech? play? reading? That is,
could interdisciplinary studies carried out by art teachers
and other educators lead us to a better understanding yf the

child’s intrinsic style in the school?

,

S. How does the child “transform" the techniques which 1

2.3

“offer? That ig, if the limited concept of\technique (which .
refers to particular ways I encourage the children to use
materials, thinking that my chosen wéys are universally more

éfficient), rather than being ''mastered', .is trQnsformed by

each child, how can we describe the quality of the
‘transformation,, how can we clearly see it? -

6; Is it possible+to sort out, from the perspective of the '
pedégogi;;i dialogue, why ‘art has become known as male and
femalé? That is, is it true that male art is concarned.with

permanence and structuralism, public image and abstract

-

theory, while female art is concerned with adaptability and

psychological needs, resistance to specialization and

biography and autobiography'? (Note 13)

All these questions and more followed me in my work and

~

all await more work and more thought. One thing I learnt is
that such questions require -engagement rather than resolution,

Each question is .the tentative formulation of new Géilds Which

‘

appeafe@ while I tried to describe child art. A moment’s
‘ ' < \
reflection on each reveals outlines of clearer worlds. F%f

example, the last question brings to mind how I saw each of

|
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the four children at different moments of the study, Philippe

brought me to momentary contact with Man Raf in his
eclecticism and with Magritte through his playfulness and
delight in strangeness, He brought me to'Kepes with his

Ld

machines and to Steven Speilberg by his pleasure in pop heros
"and surprise and moral'issu;s. His iconic imager& also brodght
back to me elements of Judy Chicago’s lanéuigg:

Dawn, on the other hand, brings me to the architecture of
Gaudi, to the expressionism of Rauchenberg, toﬁfh;(yovement
ahd clarity of Kandinsky. Her large, centrally-focused = apes
bring to" mind Geor;i; 0’'Keefe ahd her sparkf}ﬁgﬁuse“of colour =
speaks to me of Bonnard. h Ty

Christiﬁgﬂvby her vivid narrative style, reminds me of ©
Maurice éendak, by her way of surrounding her portraits with
domestic intention, ;gminds me of Mary'Cassaét. But there are
also aspects of De Ko9ﬂfng in her work (the generous, even
“violent' gestures), as well as of Molinari, Albers and
Grandma Moses. ,

Scott brings me to Nancy Graves with his whimsical
furniture and hisg monumentality of style. There are also
references tg Marisol, éo the modular forms of ﬁuckﬁinltor
Fuller’s orghnic,architectﬁre, as well as to the soaring formt
of Gothic style. '

.Although both the boys spent a lot of their time building
and constructing objects wh{ch repregzsented movement ané powver,
while the girls spent much of their time making things which

would please others, when I associated each of the children

with the world of art, I found elements of both female and
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male art in their productions. Thus, although an art critic
remarks that ''these stereotypes are more often proved right
*than Wropg“/(ﬂote 14) , this study did not find | clear-cut

digtinction between the two sexes. )
- . _ ) ‘ =
A Final Word

—————
)

Looking back I can see that I began my study"acting as

though there were a ''true' child and a distorted,
. 7/

""institutionalized' child. But.as each deeper layer of meaning')
was uncovered’within the descriptions of my

‘ inati#utionally~situated art gerials, I realized the faise
dichotomy which such a concept of chiid art léadgﬂfo, makipg
problematic the acknowledgement of the child as an artist., A

metaphor captures my recognition of the problem.
. ' v

Reality is not a peach which under a coat of skin hides a
true, hard core. It ig2 an onion, made up of rather than hidden
by, its skins, If we peel long enough, we will not reach the
true, hard core. Instead we will end up weeping over a
meaningless handful of onion skins. (Note 15)

-«
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Concor&ia Univergity, in May, 1984.

3 Rachel Mason, ''An Exercise in Artistic Understanding'

4

e — . —— —

4 Edith Kramer, 'Therapy and Play', yAmerican Journal of
Art Ih___gz (Vol. 17, Octobef‘1977) p. 6.

S Programme d'étud;s, arts plastiques; pPrimaire,
Ministere de 1’Education de Québec, p. 68, |

6 Ce respect est p0331b1e dans la mesure ou l’enseignant
connait les étapes de 1l’image, les gestes et techniques, le,
langage ﬁlastique‘et Aa?s la mesure ou il peut voir l'iﬁagef

L’ enseignant qui fait son image se met en situation de mieux

——compréndre 1’activité artistique de ses éleves et de dispenser

-
-~

un enseignement adapté (p.S51).

7 Ibid, p. 48. ;

8 Ibid, p. 55-56.

9 Jane K. Adan, ''The Child David:ugn Attempt to
Understand and Guide Him Through His Difficulties”,
Phenomenology_and Pedageay (Vol. 5, No. 1, 1957)'p.33.‘.‘

‘ 10 This is becoming an importanf thome in oducation, as
evid;nced by-Emmanuel Levinasg, Ethics ané_Lgﬁ;ni_x (Pittsburg:
Dugquesne lUniversity Press, 1985) P.98, Mndoloino Grumet’s
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:Egicly "My Face ig.Thine Eye, ?ﬁine in Mine Appegresi-The 258'
Look of Parenting and Pedagogy" Ehgggggﬁg;ggx_ggggggg;gggz
(Vol.1l, No. 1, 1983) pp. 45~-59, in which she outlined three
rosﬁocts in which mutuality, for ;11 its romanticism, f;ils
‘ého pedagogiéal project and Marieéte Hellemans in ”Questioning
the g;aning of;Educational Responsibilﬁty“.Bhgggmggglggx_ggg
Pedagogy (Vol. 2, No. 2, 1984) pp.124-130, where it is shown

that '"substitution' remains the only adequate definition for

[N}
2

the concept of educational responsibility. S
11 Mikel Dufrenne, The Phenomenoldgy of Aesthetic “;' ‘

ggéggigggg (Evanstﬁnszortpwestern University Press, 1973) p.
105,
12 Vera John-Steiner, Notebooks of the Mind:; Explorations

of Thinking (University of New Mexico Press, 1985) p. 9.

13 Lucy Lippard, From _the Center (New quk: E.P, Dutton,
1976) p.73-76. '
14 Ibid, p. 74.

15 Erazim Kohak, Idea ;nd.Eggggigncg (The University of

Chicago Press, 1978) p.11l. ' ‘ o .
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Journal Excerpts; April 19

f;.. n

P

Everyone likes the mural we made last week, Each of the two
groups wanted to have it displayed in their classroom. The
principal mentioned that it would look nice at the entrance

.near his office and since I didn’t relish the idea of chvosing

-

between the two groups, it was put up at the ({;:t door .,

I have the feeling that the time is ripe for mo group .
projects. Last week for the first time in a long while, there
was no evidence of the friction between the class leaders
which has become such an annoying theme in these weekly
entries. Today, another and more difficult (and hopefully,
challenging) mural might have the same cohesive effect on the
group. This time it will be painted directly on the mural

" paper instead of procéding by the cutting and pasting of

indi¥idual painted images that is our usual approach. I don’t
know how well the chbildren can manage it, To make the project
even harder, I will not premix those greens and browns that
just about everyone revels.in. We’ll smees...

(Two hours later the same day)

My arrangement did not appeal to many people. I found this
strange since some terrific themes were generated during the
discussion period azs we sat around the white mural paper on
the floor talking about .what had been going on at school. But
as soon as the time came to decide who would do what and .
where, many of the children asked to work on other projects.
Thomas, Christina, and Geo wanted to make Mother’s Day cards.
Mary, Ann and Annick wanted very much to work standing up at
the eazels (the new kindergarten furniture came today and the
surpluzs easels have been stored here). Christopher is-absent
as usual, Philippe worked alone helping himself to supplies
and seeming oblivious to the many projects under way. He madeé
a dagger. Dawn wanted to work on a set of necklaces and
bracelets. Since I waa really in the mood to paint today, I
made an effort to.rally some interest and finally found myself
with the team of Louise, Lydia, Scott and Debbie. And we did
indeed have a good time. The mural turned out to be a forest
full of witches, rainbows, blackbirds.

Q
Despite my disappointment at the lack of interest shown for
today’s project (which had been complicated to plan for), I
can see now that it was 'rather foreseeable given the last
sentence in last week’s journal entry: '"Finishing the mural
was no easy -task, It required some commandeering of labour. I
have theé feeling that I pushed too much." ' ~

14
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Journal Excerpt; November 26, 1982 e’ ‘

<
. ..hgve brought some new black and white paint having noticed
that 'some of the children quickly lose interest in the primary
colours., Their colours become muddy. Perhaps the high contrast
of black and white on the coloured background will encourage
them to .further explore the possibilities of paint.

(after the class)

., »..atmosphere was calm, engaged , deliberate today but almost
everyone, once the painting of '"a terrible storm' (the theme I
had duggested) had been concluded, chosa other materialz and.
ways of working. For example, Mary wont to join Ann and tried to
imitate the painting that Ann had just finished., They gathered
drawving materials and ensconcod theamselves in a corner of the
classroom on the floor, No soonaer were they settled when they.
decided to work on the blackboard. After several minutes even

 this lost its appoal and all the work was left bearly begun,
including the large painting they had started with. Then they
started work on a large '"Tom & Jerry' book. This in turn was
abandoned. .

v 'Chrﬁhtina did the only ''stbrm'" picture which included peopla.
Then she and Ursula did a Christmas landscape. Unfortunately
they spilled a whole can of water and when they moved to_a drier

- place, again spilledWiter, this time spoiling Mary’s book.

Considering how unfocused on making art I perceive Mary to be,

her outrage at Ursula and Christina’s ''faux pas'' makes me think

that perhaps szhe identifies just as strongly with her* quite

sketchy attempts as others do with very meticulously worked .

images.

Dawn did a picture vhich she called “The’Btidgo to New York in a
Storm'" and then she ‘wanted to mako some flowers. I did not-
encourage the project since I can’t see that there iz much value
in this kind of activity. I’m sure that had Mary and Ann not
. been bothering me so much I-would have made more of an effort to
adjust my progudxces to fit with Dawn’s choices,
*
Louise wanted to make birds on a mobile. She did not get
anything done at all since everything she tried provod to be too
‘difficult. At the same time, her desire to attempt to mako a
bird mobile required that I not insist on the gtorm' painting.
Again, I'm not sure‘that my approach was the best one, under the
\ cxrcumstanco?jf

 Annick did three variations of the "storm" theme and then cgont
the remainder of time tidying the room.

~

k3

. [

Scott;made a "Chznaman“ out of '‘a construction paper tylinder and
cone. He told me that he had lonrnod to make this in Sunday
school, \

[ : ‘ e
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Christina and Ursula worked together on a painting and then they
begdn to draw and cut out some figures for the "battle' mural..
This mural was my (very much improvised) method of dealing with
the dissonance that reigned in the artroom that day. I proposed
the theme of '"fighting' in an attempt to make the discomfort of
our present situation work for the collective art making
project.

Journal excerpt, December 3,

Today there were numerous projects going on. The/'battle’ mural
was to be completed by cutting out and pasting on all the people
which were drawn last week. The background which Mary began with
energy and enthusiasm, had to be completed. A few of the
children had begun Christmas books and (like Louise) isolated
themselves. | '

When I arrived today, Louisne’s tegcher said that she had wanted
to punish Louise for some misdemeanor by not allowing her to
come to the art class, Louise had replied '"but I wasn’t going
ahywax". She had already checked the parking lot and seen that

“my car wasn’t theré. (I was a bit late .today). The teacher said

that Louise’s week seemed to be one long wait until Friday

afternoon when I come, She added that now that my being there or

not being there could not be usédl against Louise, she would

allow her to come to art claszs and she would try to find some.’

other way of punishing her. Louise arrived in class red-cheeked

and solemn. I kept an eye on her throughout the lessogp and she

seemd gainfully employed all the time sc I didn’t look closer, -
though I probably should have. At the end of the lesson, -
completely out of character, she tidied up her place before

leaving. :

If I was =0 unable %o meet Louige’s needs, it was probably
because a problem preoccupies me. Mary lords her position as
controller of fhe mural over everyone, and since Ann is absent

* vtoday, she had surplus energy and was able to make everyone feel

the power. Philippe was only allowed a little space; Scott,
however, went ahead with his drawing of ''Hulk' who i# heaving a
black car in the air. Dawn was none too subtly shoved off onto
her own table along with Geo. She worked on a maquette of a
boxing ring containing ."Rocky' being knocked down by another
boxer (Dawn told me) and she painted it and wrapped it up to
taks home to her mother as a Christmas gift,

-~
I helped Geo who was half-heartedly starting her own mural,
Journal excerpt, December 10, . N

The principal told me as I arrived, the Geo’s mother phoned to
say that Mary has been making life so miserable for Geo that Geo
no longer wanted to come to the art class. I thought how lucky
Geo is to have someone at home who listens to her. The principal
lpokq to Mary as she came into the artroom, to&ling her that she
‘ - - ) &

Sa
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had only one more opportunity to prove that she could behave
pProperly in the artroom. "If this fails', he said, "you will not
be ‘able to come anymore'. I waz glad that he lpoko to her. Mary
brushed by me, flushed and firm-lipped, without giving me her
usual cheery.''hello what are we dving today?"

had arranged clay at each of the children’s places but first
weé\ sat around in the circle Jdiscussing the day’s project. My
idga was to focus the class on a :implo, timely theme which
would enable everyone to succéed in contributing their personal
ideas to a group project. Since Christmas was on the minds of
everyone, ] asked the children what they knew about the
Christmas, story. Surprisingly, they were not very clear about it
at all, but after some problng, all the main characters were
named; shepherds, angels, w1lemen, kings, Mary, Joseph, Jesus,
the sheep and the barn animals, It was decided that each person
would make one character and then at the end of the leszson, we

onkey and angel., Ann made a very rudimentary angel and
then left the clay table to work on’a scratch board drawing.
Mary did a rough resemblance of a hut with a wrapped baby inside
and then left to joih her friend Ann. Lydia had enormous trouble
with the clay today and never managed to model anything more
than a minute receptacle surrounded by little anonymous,
amorphous, shapes” Dawn, also spent most of her time on an angel
which never materialized and at the end of the class, I found a
few wads of clay pressed into a simple unsupported crib among
the many trials and errors scattered on the table at her place,
Louise constructed a magnificent, and very large, seated angel
which held a baby in its out-stretched arms. Philippe made a
statuesque angel. Scott made a king bearing a gift,

Toward the end of the hour, Mary came up to me with down-cast
eyes. ''Why did jyou complaxn about me to the principal?" she
agsked, I explained that I hadn’t but that I agreed with both him
and Geo’s mother that hergbehaviour w!;ld have to change if she
wanted to remain in the group. She wo@ld have to make an effort
to consider other people.: ‘

I am touched by her question which I rocognizo ag a query more
than an accusation and in it I see the Mary who had charmed me
the first day I met her. Strong, out-going, frank and also
bapable of caring about her frxonds, she was asking me whether I
had broken the trust she placed in me. She listened intently to
my answer and accepted my moralizing with a little nod. I know
that she understnod although that I do not believe that there
will be any long term change,
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Journal Exce_pts*_ggn ary 25, 1983
(before the children arrive)

I’ve decided to add real construction materials to our inventory
of art materials and picked up a sack of kindling at the
construction yard on the way over. The glue bottles, paste
brushes, sztring and cord have been put out. The tables are
prepared with scraps of fabric and paper as well as felt markers
and scissors. Tape is purposely not provided but is available if
anyone asks,

(after everyone has feft)

I'm d1:appo1nted with the results since few of the children got
beyond using the wood like~building blocks. Despite all the
children’s original ideas about things which could be made with
the wood (robots, boats that wi#l really float, monsters that
can be painted and taken home) that were mention.d during the
discussion period, when confronted with the wood, the choices of
subject matter became more conventional. It was lucky that I had
put out the colour and collage materials, \

Christina had the hardest time of all. Her efforts were
tenacious but ‘she was unable to get anything to work. Each of
her structures fell apart even though I had pointed out the
basic dos and don’ts at the beginning. She kept trying
impossible approaches like gluing the.thin edges of a wholo line °
of boards together without having provided any base, joining:
numerous blocks at right angles without allowing sufficient time
for the glue on each to dry before adding more, ‘ . I
Dawn approached her construction with more reserve adding the
uprights of her ''bed'' once the base had been well glued.
Annick’s ''Barbie stage'' was also more modest in both approach
and structure as was Scott’s building. Mary and Ann each chose
four identical lengths and made frames into which they fit felt
pen drawings., Ursula made a miniature city, Lydia made_.a set of
blocks by colouring the sides of many of the larger pieces of
wood, Louise’s - ''chair” is the most structurally ambitious of
all the objects made today. Philippe’s ''tree' is a marvellous
combination of materials and it resulted from a question he
"asked me as everyone was rummaging around and staking out
territorial and material claims at the beginning. He was
wandering around in his own inimitable way, but he was also
squinting through a hole in a piece of wood which zeemed to
attract him. He asked me what the knothole was and I explained
how the branches growing from the trunk disturbed the concentric
series of rings and caused these particularitioc. Philippe was -
V131b1y 1ntr1gued
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Journal Excerpts:; April 8, 1983

(before the group arrives)

Finally, another day here at school with the children. I have
not seen them for almost a month due to the continual preempting
of our art classes by other school activities. Since I’ve
completely lost track of the children, I’ve decided to propose
puppet making. This always engages the whole group. I am taking
a bag of old socks, a box of elastic bands and a pile of many
different coloured squares of cloth, We shall see how well it
goes . \ :

(after the group has left)

The afternoon was lovely! Almost without exception the children
were calm (for them, that is) and interested in the project of
planning a puppet show. A minor impediment was Mary who has a
wart on her foot. Her pain was felt by all. She did however,
becOme very involved in the class enterprise.

Philippe’s Indian was probably the most personal inasmuch as it
looked different from the others and also since each of the
materials and techniques which he used was chosen with so much
discrimination. However his idea to make an Indian came in fact
from Scott who had characteristically plunged right into the
development of his theme without any hésitation at all.
Christina and Ursula have created a private little cave under
the teacher’s desk and worked in isolation so I didn’t see how
their puppets progreszed. Ursula seems to have taken hers home
since it isn’t here to photograph for my documentation: I will
ask her about it next week, Annick iz missing. Her cheeriness is
missed as well,

Journal Excerpts; April 15, 1983

Ursula rushed in today looking for Ther puppet. Dismayed, she
came to me. This was indeed curious lzyce I had also missed it
lagst week and had presumed that it had been taken home., On a
hunch, I suggested to her that perhaps she had hidd,n it. A slow
smile spread over face and she ran té the teacher’s desk, knelt
down to open the lowest drawer. Indeed, her puppet lay awaiting
her. Both she and I were relieved.

Louige’s teacher is keoping Louise out until aho can complete

her .math work. Apparently Louise has failed this year. The

teacher said that the parents are not cooperating. It is all

very sad. }

Ann has chickenpox. Mary, who was fBr once on her own, worked Ty
wondarfully with Scott and Philippe on an Indian tableau and

then helped mé with the lighting for the final show, Lydia

- worked with Dawn and she was obviously stimulated by all Dawn’s
enthusiasm. Together they completed an impressive background for
their two puppot: Christina and Ursula were visibly admiring of

-
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Dawn and Lydia’'s scenery and worked on a derivation of this. -

Today I had an unusually long and intense conversation with one
of the teachers, We talked about the children in her class who
are also in my group. She struck me as being very sensitive with
regards the individuals and she related some fascinating events
which underline the caring relationship between Mary and Ann,
She said that she will nevertheless recommend that they be
placed in different groups next year so that they can be
‘‘taught'. The difference between the two teachers who share my
group of children between them, in respect to their ways of
interpreting the children in the group, iz quite astounding.

Journal Excerpts: April 22, 1983

(the day that the puppet production was shown to the
principal), \ : .
I remember Scott’s satisfaction as he exclaims, "This is the
best thing I’ve ever made!'" I remember Philippe’s pleasure in
seeing his model tree emulated by others and used as props in
two puppet plays. Louigse’s enjoyment of her role as Dracula
opposite three prim ladies whom she is supposed to torment was
apparent. Annick’s involvement with the whole puppet production
has been fitful and partial since she has been ill. The very
. @laborate stage and theatre which Mary and Ann have made,
required a great deal of concentration and concerted effort and
is an important accomplishment within the scheme of these art
classes, Christina and Ursula have also managed to maintain the
momentum of the last two weeks., Dawn’s welcoming of Louise (who
iz the most marginal of all the children in the group) into
their group, reminds me again of her boundless generosity.
Lydia’s dependence on Geo’s presence has been interrupted by her
participation in the project and her calm, sparkling manner was ,
an important factor in the way their presentation turned out.
All in all the day waz well spent, though heaven only knows what
it has to do with an art education project!

-
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Fragments of my Interview with Philippe

Az he looks through his portfolio, Philippe says, ''Oh, I
like these. They're nice' (while looking at some prints made
with fingerpaints done in kindergarten). "I like clay; when you
do it it’s nice. Where is that cardboard construction 3 made?"

"What is this? I think I did not even make these. Is it a
map? ...a puzzle? Oh no, it’s more of those mazes. Thay’re all
kind of the same... kind of different. This one is really a
picnic table but it’s hard to see. You’'re looking at it from
above.. .see?" .

"The moose iz really nicde. See that?..., it’s a lasar
beam... came off the styrofoam stupid computer... no, crazy
machine (Philippe is referring to a theme ‘'the crazy machine' we
once worked with) ... oh yeah, that was really neat!"

I ask about his favourite materials. ''I do not like messy
things. .. charcoal, finger paint, paint..yuck!!! But clay is OK,
It’s soft and nice. I think Wood is the best. You know what?
Sometimes when you do it it’s boring, but when it’s finished, it
looks good., Like the apple tree. It kept falling over but then
it turned out perfect! It was really boring at the beginning."

I ask what he would do right now if he had the choice‘gnd
the time to make anything at all. "I would make a cardboard
house. I’ve never made one. No it wouldn’t be too big. I would
work with Scott. I like to work with Scott., Beside the house I'd
build a place for my motor boat. It’s called The Great Pumpkin.'

Philippe likes most of his work and he is at ease talking
about it. He appreciates the tactile nature of objects quite
often choosing collages, prints and paintings which have surface
relief, '

He looks at a painting musing over what it is.,.wondering
if it is a turtle. "I think I was trying to make a map; we were
mixing colours that day, remember? I guess that was a cloud,
maybe a guy going skiing.'" (He doesn’t try to find out what the
mysterious images could have meant to him before.) ''Oh, that’s
me and my Mom. And that guy running back and forth, I think it’s
me. It was Halloween., Have you got the one we did in the woods?"

Looking at a smeries of feltpen drawings, '"See that? It’s a
racket, I lost the other one but my Father bought me one_so it’s
OK. I was doing this one upside down. Is it a fence? can’tbe
that’s not grass. It’s a landing strip..for an airplane. The dog
looks like an airplane but really I copied the dog Christina
br:ught...romonbor? It was done like with a lasar beam coming
out ,"

“That is my Grandfather’s house with windows all over it,
the garage, it’s half way over. That iz a road in the back of my
housze, and a motor boat. Maybe it's The Great Pumpkin. I was
waiting for the school bua. This is my house. That is the house
with the cellophane on it.,. different textures...remember?"

Of the four children Philippe is most interested in trying
to figure out exactly what he was trying to represent and he
even wondered why such images would have interested him, Of the
four children, he is the one who remembers, and is able to
articulate the most clearly, the actual experience of struggling

4———'—'—"’
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to make various of the artifacts.

Fragments of my Interview with Dawn

'""I remember making a house out of clay; it looked like a
little tunnel on stilts, And I remember making paintings with
girls, houses, hearts, tulips, stuff to put on my door. That'’s
me in my room by myself at Christmas time. I like working with
clay. It is wet like and soft and mooshy."

I ask her what she would choose to make with clay now if
gshe could stay all afternoon. "A flower maybe. It’s hard to make
the petals: It’s hard to make clay stand up. I wouldCMako a girl
picking flowers. It’s hard to make something you’ve already seen
before. The ones that work out are when I’'ve never seen them

before." /
""Second begt I like doing con:ZfGZZEOn, yarn on paper,
materials, the pretty papers, the crinkly ones you can see
through., I remember I made a basket on red paper at Easter, with
an egg.'

. "Yes, I like drawing too, o0il pastels and magic markers are
my favourites... and I love painting finger paintings. I like
having fun getting dirty. But it can be hard too, In painting.
you have to be sure to fill things in. I like everything.'

Dawn has the most uniformly positive attitude toward
evearything she has done and, of the four children, is the one
who makes the fewest judgmental remarks with regards the art
making situation., She simply likes coming to the artroom. It is
only when asked to express a preferencé that she admits to being
more interested in the clay and construction materials than in
the paint and drawing materials,

Fragments of my Interview with Christina

'"Remember, you came almost every day when we were in
kindergarten? And we did lots of fingerpainting. Here you can do
all kinds of different things, drawing, anything. That is what I
like about coming to art. This year I liked making puppets, the
materials were perfect, I liked making the hands on my puppet."

I ask which of the art materials she prefers. "I like
plasticine, clay, no, I remember the mess I made with the water,
It wag like mud! I hated that. But I still like clay. I think I
prefer construction, If I had a choice I would make something
for Father’s Day, something with wood, two pieces stuck on paper
and material. Maybe I would make a mountain, flowers, trees,
.grass, people, animals,,., if I had enough time. I like when
everything you want is on it. I like it to be nice for your Mom
or Dad."

My second favourite is clay. I would make something for my
Mother.,.. a bouquet, maybe... some flowers. I would roll it make
a leaf for. . it. I would make something for Father.. maybe a car,
I would make it with a ball, make it flat, flatten it out, flat,
flat, flat, After that I would mako lomothing for my Brothor...
a toddy bear, maybe." )

Christina, like Philipps, is very at ease discussing her
work and expressing preferrences. I ask her how she knows that
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her work is finished. "'It’s done when it is made well, when it
looks good, when it doesn’t break, when nothing else can be
done."

“I like being able to start whenever I want to; I like
o:pocially the pop-out books and the cards. What I like best
about coming is that you don’t have to do what the teacher says;
you do better things." I ask her whether the noise bothers her:
It doesn’t. I ask her whether she finds that she has enough
opportunity to do group work. She does but she likes doing art
alone too. "I really like working with wood',

. Chriastina is clear about what she appreciates about the
artroom experience. She can do things here which she can’t do
elsevhere. Of the four children, she is the one who most
consistently refers to her family as a constant concern for her
as she chooses themes and matoria{:. -

Fragments of my Interview with Scott N\

Scott pulls out a collage self-portrait from his portfolio
and ponders it when I ask why he has chosen it. '"It’s a baseball
player on my second favourite team. He’s dressed up good. His
shoes are nice and° he’s happy. See, you can see what team he’s
on, that tells what club he belongs to."

Looking around at all the materials in the artroom, he says
that the construction activities are his favourite and that the
one he remembers best is the one with cowboys and Indians. Clay
is the material he would choose second and paint would be the
next. "I like doing charcoal drawing, it comes off easy..
remember the houses we drew? .,.now we have four bedrooms at
home... me and my brother have separate rooms, I like that.' He
remembers making a rock up on top of his house, and a cheetah on
top of hiz mother’s house. But gazing at some quite recent
drawings he asks, 'Is this all from klndergarten?" obviously
finding his work a bit baby-like. It is particularly the casze
with a series of drawings done quite spontaneously. When
questioned about his preferrences he replies,"I.like the
baseball pictures, the gsailboat, the fishing picture and all the
times there are cowboys and Indlana. My favourite team is
Houston and I’ve coloured it nice., Can I take it home?

He searches for a giant poster of a witch. "I learned to
draw witches this year and I'm trying to find out how to make a
chomper, sort of like a pac-man." )

When I ask what he would make now if he could stay for a
while in the artroom, he answersz ‘‘maybe a tiger; maybe a
chicken,'" in his always obliging, always down to earth and
energetic approach to artroom activities. Scott is a builder and
a doer; he is resilient and very sociable. '"You know what we
should do? ,..everybody bring in wood and we could build a real
hous:,.right here in the middle of the artroom. That would be
great!'

Scott focuszes on work which ig ‘very recognizable and talks
about the people he has made during the art making sessions. He
is the only person to have ideas about art projects for the
. future which are different from the kind of activities I usually
- make available,



. . : 279
Conclusions of Interviews

Interestingly, the children seamed to recognize most
clearly the drawings and paintings which were most strongly
directed and they seemed to forget the drawings and paintings of
more private origins. They often could not believe that they had
made them. This makes me realize how tenuous is the hold which
the child has upon his/her own centre, how easy it is to
convince the child that his/her experience is other than what it
is. Apparently, even when the child’s experience is the prime
interest of the teacher, the presence of a group requiring a
~ structure is a weight which can only in a small way be
compensated for by the intervention of aesthetics and the
disciplines of art. And I become awvare of something I should .
have known all along... that the child can have aéiintonlo

experience as he/she is reflected back to her/himazelf from
within the collective project where everyone is attending to the
same task, - .
Anotper presuniption proved wrong., I had though \Egrt in
general, the children liked working on group projects where ,
interaction is at a maximum, On the contrary, given a choice,
most of the children would work alone although everyone
mentioned at least one group activity they had particularly
enjoyed, qh

Throughout the art classes I had been aware of myself
keepi&g a determinedly low profile in terms .of instructing.Thus
I was surprised when they volunteered quite a bit of general
information about how to manage materials compatently and how to
succeed with demanding techniques. Some examplss of knowledge
which the children gave were about how to build with coils of
clay, about how to use yarn as collage material when it is
important to fill the surface and how to successfully join wood
to styrofoam. They knew exactly how to achieve needed colours
from the primary colours wand they freely snumerated themes
related to the uze of and maintenance of todls which § had just A\\\~\
mentioned in passing, never, according to my memory, having put
emphasis on this aspect of the artroom experience. .os

_ Predictably they liked to have their images resemble the ' /-
everyday world as much'as possible., However, thay were not
disturbed by vague resemblances.

I realized from this series of interviews how conscious "/
the children were of what I was doing. They knew how, different '~
it was from their other achool work. They knew alstthat it was

"'work'', ‘nmot play, and that there was nothing easy about what
they were doing. i ‘





