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Abstract

Words About Pictures:
An Analysis of Dialogue Content and Process In High School
Art-Viewing Sessions

Stephen R.Elliott, Ph.D.
Concordia University, 1999

Classroom practice is used in this exploratory research to study the dialogue content
and process associated with High School art viewing activities. Using content analysis
research methods with recorded audio and video data of Art History and Art Critique
classroom sessions from five research sites, this study suggests the nature and outcomes of
art viewing sessions in schools are widely varied due to differing underlying purposes and
goals of the teacher.

The teachers implicit and explicit purposes and goals determine what dialogue
content, questions, and comments relating to the works of art viewed serve to explicate.
Different goals tend to focus the discussion on different issues and interests. Goals
identified in this study focused student attention on varied aspects of history, style, artistic
expression, artist information, or class assignments.

In addition to being driven by individual goals and purposes, teachers used works
of art in their viewing sessions to serve different ends. The role actual works played in the
viewing art sessions of this research ranged from a superficial inclusion to a complete
integration where information distilled from the works constituted the reason for, and the
substance of, classroom discussion. Integration distinctions included the use of art as
allusion, as illustration, as example, and as the substance of the critical talk.

Merely exhorting teachers to include or increase talk about art in their teaching
practice is insufficient in determining what that might mean regarding curriculum outcomes.
Increasing critical talk about art cannot guarantee that this talk will be moving students
toward the same ends. Although teachers may build comparably described sessions into
their curricula, they will do so with different goals and purposes in mind. Teachers will be
better able to shape the content and determine the outcomes of viewing art activities in
schools as they become cognizant of their implicit and explicit purposes and goals, and
decide on the role actual works of art will play in their process.
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Words About Pictures:

An Analysis of Dialogue Content and Process In High School
Art-Viewing Sessions

Degas was a master of composition in that he gave you the impression

that this (teacher points to an art reproduction) was just a little snippet

of a much larger picture. What's happening in this picture that gives you

the idea that there's much more going on?

Mark?

What was the question Mark?

I don't know.

Am I putting you to sleep? Listen to the question carefully. There's

something about this composition, and about Degas’ compositions

generally, that make you think that there's more going on than just what

you see. What might that be?

Becky?

As teachers and students participate in the viewing and discussing of works of art
in schools, are the content and approach the same for all types of viewing sessions? What
are the implicit and explicit goals and objectives of viewing art sessions conducted in a
High School setting?

This research proceeded from an ongoing desire to understand better the nature
and possibilities of education through art. To that end this study concentrates on students
and teachers looking at, and talking about, art. The specific focus of the research was to
analyze the content of the teacher-directed dialogue, as it occurred in high school art
history and studio critique sessions, in order to better understand the goals and purposes
teachers hold for running viewing art activities with their students.

This thesis is divided into five chapters. Chapter one outlines the purpose and
goals of the research. Chapter two surveys some of the literature by providing a
theoretical framework that will help situate this study within a larger context of school art
criticism. The third chapter describes the research methods and includes a description of

the participant selection process, procedures for informed consent, research design, data

collection, and analysis. Chapter four consists of presenting, discussing, and interpreting



the data for the research sites. The report on each site includes sections for presentation,
discussion, and interpretation of the data. Although this is an exploratory research project
with most of the findings being presented in the form of discussion and interpretation in
chapter four, chapter five offers some concluding thoughts on the research along with

possible implications for educators and recommendations for future research.

Purpose and Goals of the Research

As part of my current assignment at Queen's University Faculty of Education I
teach an art methods course to students who are preparing to become teachers in
secondary school visual art programs. During the course it became apparent to me that
many students were unsure of, and insecure with, the process of engaging high school
students in meaningful dialogue about works of art. As a result of the students' need to
explore the activity of talking about art I began to collect material that dealt with various
aspects of school art criticism.

While reading through one of the articles that I had collected I was struck by a
comment made by Terry Barrett (1988) that caused me to wonder what was happening
with art criticism in the high school classrooms in which my students would be
completing their practice teaching placements. These classrooms, although not part of my
direct responsibility, were by extension part of the program that I offer as a preparation
for my students' future activities as professional art teachers.

In his study of college and university art criticism practice Barrett (1988)
suggested that the goals of the art critique carried out by university studio professors were
inconsistent with the goals of professional art criticism and that inconsistency could
confuse the relationship that both activities shared in students understanding of art

generally.



If Barrett's (1988) concerns could be seen as being significant to college art
programs, how much more important might a deeper understanding about the type of talk,
and what it might mean, be to high school teachers and students who function in a more
formative stage of art education?

In college and university programs students typically see some distinction
between courses in art theory, art history and art studio, because they are taught as
discrete courses by different instructors with training in those specialized fields. In high
schools, the studio, historical, aesthetic, and critical components of art education are
typically taught as an integrated subject by one instructor. Since students are taking an art
class, it may be reasonable for them to assume that all related classroom discussion
should somehow add to their understanding about art generally, and further describe the
specific nature of art.

If discussion is inconsistent between classroom teachers talking about historical
works of art and studio work, student understanding may become complicated and
possibly confused. Additionally from an Education Faculty's perspective, if there is an
inconsistency of purpose between associate teachers in the field, it may be difficult to
clarify the process and value of school art viewing activities to students preparing to be
Art teachers.

One basic assumption of this research is that the teacher is responsible for and
controls the learning environment and that issues about art that are deemed important by
the teacher, relative to art history and studio creations, will be addressed during sessions
where the teacher directs classroom discussion about art.

A second assumption of this study is that the content of classroom dialogue is
meaningful from an educational perspective. Through language we share ideas and
information. Particularly in schools, where more intimate forms of communication may

be avoided, the content of classroom dialogue becomes "the common meeting-ground"



(Berelson, 1970, p.19) for the teacher and the students, and in the case of this research,
the common meeting-ground for the teacher, the students, and the researcher.

To understand what student learning actually comes as a result of the process and
content of the viewing art dialogue is beyond the scope of this study. Here I was
concerned primarily with the careful description and analysis of the content and process
of talking about art, to look for underlying goals or purpose in their practice. The focus of
this study is to explore what is there, in the dialogue content and process, to help art
educators understand more about what drives our art viewing activities, rather than what
is understood and received by the students.

This research was designed to analyze and understand, with greater clarity, the
content of the teacher directed dialogue, as it occurs in high school art-viewing sessions
within selected schools in eastern Ontario. One goal of this study is to explore Barrett's
(1988) suggestion that "harmony between studio art and art education curricula in the
practice of art criticism would enhance the chance of success for the achievement of art
education goals for the teaching of art and criticism" and that " other studies are needed
which investigate what art teachers in the schools are actually doing in their classrooms
with criticism ." (p.27)

The National Art Education Association's commission on research in art
education (NAEA, 1996) has prepared a research agenda which provides direction for art
education research that they feel is needed and helpful for the advancement of the
discipline. The report identifies eight areas of concern, two of which are the general
categories of curriculum and instruction. For the purpose of this study I have chosen to
address issues associated with the content of curriculum with some attention devoted to
instruction. With a belief that curriculum and instruction work together in classroom
practice, I concur with Eisner (1985) who states,” if curriculum constitutes the content of

what children learn, then it is not possible to separate the forms through which that



content is conveyed from the content itself because form and content interact. How one
teaches and what one teaches are inseparable ." (p.186)

The research agenda suggests that curriculum may be conceived of as the content,
purpose and organization of an educational program (NAEA, 1996). As part of the brief,
Walker (1990) proposed that any one of five different conceptions of curriculum would
be appropriate as a research concern. Of the five conceptions mentioned, the one of
greatest interest to this research is one that suggests an appropriate research concern
would include what students actually experienced in the school including "activities for
students intended to foster learning, such as reading, writing, discussing, doing research,
drawing, painting, or carrying out projects (p.5)."

The nature of classroom dialogue about works of art representing historical as
well as current student creations is explored in this research. The specific art related talk
to be investigated will consist of the content of the teacher directed dialogue, which is to
be understood as actual dialogue of the teacher as well as relevant student dialogue that
the teacher allows to stand, uncontested during an art viewing session. Teachers can
control instruction by speaking and by allowing others to speak, thereby incorporating
student generated information into teacher sanctioned classroom dialogue.

Within the context of a visual art classroom, students and teachers engage in
activities consistent with the discipline of art education through art production, art
history, art criticism and aesthetics. Eisner (1988) suggests that, through art production
students materialize their personal expression, through art history they realize that all art
is part of culture, through aesthetics they explore definable criteria that outline the
conceptual and definitional boundaries of art, and through art criticism they learn to see
and describe art in an informed way.

Although each of these constituent disciplines provides its own distinct value to a
composite art education program, it may be argued that the virtues inherent in the various

aspects of art criticism are of greater instructional interest in that, it is within the frame of



critical dialogue that students explore understandings and value regarding historical
works, student creations and aesthetic categories of art. According to Cromer (1990), "art
criticism has become the storytelling aspect of art and aesthetics and transforms visual
experiences into verbal expressions that can be shared with others (p.9)."

With an interest in instructional clarity, and consistent with the recommendations
of The National Art Education Association's commission on research in art education
(NAEA, 1996), this research studied the content of the teacher directed talk about art that
occurred during viewing art sessions within high school classrooms in art history and
studio critiques.

This study and analysis was limited to, and representative of, selected schools
from eastern Ontario that were associate schools of the Faculty of Education at Queen's
University. Classroom practice associated with viewing activity was studied by reviewing
data that addressed the following research questions;

1) What is the content and process of teacher directed dialogue during viewing
sessions about historical works of art?

2) What is the content and process of teacher directed dialogue during viewing
sessions about students works of art?

3) How does the dialogue content and process associated with viewing historical
works of art compare with the dialogue content and process associated with viewing
student works of art?

4) What implicit frameworks, goals and knowledge about viewing art activities
are evident through the dialogue and process? In essence, what are the reasons for

providing these sessions for students?



Theoretical Framework

Introduction

Any research questions that explore the practice of talking about art in schools
must be informed by literature dealing with topics relating to philosophical positions that
outline fundamental principles of professional art criticism as well as literature that
speaks to the concepts and process of art criticism as it is practiced in schools. For the
purposes of this study, literature surveying pertinent philosophical positions and school
practices associated with art criticism and the study of western and European art were

used to provide a context for the dissertation.

Philosophical Underpinnings

Theodore M. Greene, whose work on categories of critical activity has been
significantly, if mostly silently, influential on the thinking of key theoreticians of
criticism and art education. In The Arts and the Art of Criticism, Greene (1940)
developed a set of descriptive categories in an effort to account for several types of
meaningful critical utterances. Through his set of distinctions he accommodates for the
discussing of art with respect to three different, yet related, possible aspects of criticism:
historical criticism; re-creative criticism; and judicial criticism.

For Greene, historical criticism is that activity which examines a work of art in
light of its contexts. These may include its social or cultural context, and serves to situate
and validate the work as part of an artistic community. In addition to issues of cultural
context, historical criticism seeks to investigate what the artist may have wished to

express through his or her work in light of the context in which it was created.



The second aspect, re-creative criticism, refers to the activity of apprehending "
through sensitive artistic response " actually what the viewer feels that the artist
succeeded in expressing (p.460).

The third aspect, judicial criticism, refers to the activity of estimating value by
comparing the work to other works of art as well as other human values. Other human
values may include aesthetic as well as other values deemed noteworthy by the art
world. !

It is important to note that Greene sees these various aspects of critical activity as
being functionally connected. Greene states,” It must be emphasized that these three
aspects of criticism are in reality three complementary approaches to the work of art, and
that each approach can be explored only in conjunction with the other two" (p.461).

The term criticism is often associated, by the general public, with notions of
judgment and many times, negative judgment (Barrett, 1989). As pervasive as this notion
may be, especially to high school students who often view judgment in its negative or
pejorative sense, to art critics the term refers to a much broader range of activities.

Morris Weitz (1964), trying to understand what critics do when they engage in
critical activity selected a body of written criticism on Shakespeare's Hamlet to review
and analyze. His goal was to synthesize the material and identify a set of activities that
professional critics engage in while practicing professional criticism. Summarizing the
findings of Weitz, Barrett (1990) wrote,

Weitz concluded that when critics criticize they do one or more of four
things: They describe the work of art, they interpret it, they evaluate it, and
they theorize about it. Some critics engage primarily in descriptive criticism;
others describe, but mainly as a means of furthering their interpretations;
still others do all four activities (p2).
A point of interest to this research was articulated by Barrett who stated "Weitz

drew several conclusions about criticism, most notably that any cne of these four

activities constitutes criticism, and that evaluation is not a necessary part of criticism

1 for a discussion of the term art world see Danto, 1964.



(p2)." Weitz (1964) does not identify a hierarchy of activity or a necessary continuum of
process. For him, any of the four activities could act as a point of entry for critical
discussion and discussion about any one of the four could constitute criticism.

The outline provided by these two philosophers, Greene and Weitz, seems to
underpin school art criticism used by teachers in Ontario High Schools. The writings
suggest that critical dialogue can be applied in contexts concerned with historical, re-
creative, and judicial interests (Greene, 1940), and can consist of any one, or a

combination of, description, interpretation, evaluation, and theorizing about works of art.

School Art Criticism

When thinking about art criticism applied to schools, three considerations seem to
be relevant to the purposes of this study, the context, content, and sequence of inquiry.
The context of inquiry concerns the general category of interest which directs the
investigation while discussing works of art. Possible context categories might include the
distinctions made by Greene (1940) including, historical, re-creative, and judicial. The
content of inquiry concerns might include characteristics of the work including sensory,
formal, and expressive qualities (Broudy, 1987). The sequence of inquiry concerns the
routine of looking and talking about art, including general categories of attention 1 and the
order in which they are applied in the viewing process.

In most art educational contexts students and teachers engage in systematic talk
about works of art. This talk emerges in the form of critiques or discussion about current
student creations or with reference to artifacts of historical or cultural significance. Art

criticism in its broadest sense refers to any informed talk or writing about art (Barrett,

1 Some general categories of attention might include those listed by Morris Weitz (1964)
including description, interpretation, evaluation, and theorizing.



1990, Feldman, 1994) and infuses all aspects of classroom practice. Feldman states that
teachers of art history and theory as well as studio engage in art criticism as an integral
part of their instruction. "This all inclusiveness is based on the fact that talk about art,
especially systematic talk about art, constitutes the substance of art criticism. Clearly
anyone who talks to students about the art they are making, the art they have made, or the
art others have made, is acting like a critic." (Feldman 1994, p.4)

Previous studies in the field of Art Education pertinent to the activity of talking
about art have dealt with issues associated with the nature and impact of talk about art
(Ecker, 1973, Perkins, 1977, Koroscik & Blinn, 1983, Koroscik, Osman & DeSouza,
1988), art and cognition (Perkins, 1994, 1987, Koroscik, 1984), and novice-expert art
viewing practices (Henry, 1995, Wilson, 1970, Koroscik, 1990). Literature of greatest
interest to this study included writing that considered either the content or process of
viewing art activities practiced in schools (Barrett 1997, 1994, 1990, Broudy, 1987,
Feldman, 1994, 1987, 1973, Mittler 1980, 1973, Smith, 1973).

Students participating in viewing art activities at Harvard University were directed
to attend to the features that carried the punch of the work found in characteristics that
represented "dimensions of engagement with works " of art (Perkins, 1991). These
dimensions have also been referred to as "criteria of meaningfulness" with the suggestion
that they be used as "practical guides to the kind of things to look for in the appreciation
of works of art (Kaelin, 1989, p.102)."

No single set of categories has ever been considered by critics to be sufficiently
comprehensive (Bryson, Holly & Moxey, 1991), but for teachers it may be worthwhile to
select a workable set of criteria. To assist educators in making the perceptions and ideas
that may operate within a work of art explicit, several authors (Broudy, 1987, Feldman,
1973, 1994, Barrett, 1990, Kaelin, 1989, Smith 1973, Lankford, 1984) have proposed
critical frameworks to guide classroom practice. Many of these strategies incorporate

some of the main ideas expressed by Weitz (1964), and Green (1940).
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Art criticism frameworks provide structures that direct the "what's" and the "how-
to's" of looking at art. Their purpose is to make the viewing process as transparent and
worthwhile as possible for both teachers and students. What is talked about during
criticism sessions has the effect of drawing attention to characteristics or qualities of a
given work that are deemed germane and of value to the work as it reveals the object as
art.

The writings of Edmund Feldman have had a great impact on the practice of art
criticism in educational settings. His approach to art criticism is the most commonly used
in schools (Parks, 1994) and has been adopted as an instructional model in many current
high school art textbooks. Feldman's model is comparable, in some important ways, to
the main tenants of Weitz's model in that the categories used to describe the phases of art
criticism are similar. He suggests that art criticism process in schools should consist of
sequential phases of critical activity which he calls "the critical performance (Feldman,
1987, pg. 471)." His suggested sequential phases include description, formal analysis,
interpretation, and judgmentl (1994, 1987, 1973).

Feldman has been influential in the shaping of school art criticism practice as he
has attempted to systematize the approach teachers might take when confronting works of
art for analysis. In his writing he has stressed the importance of making the art criticism
practiced in schools, practical, and that "a command of 'practical’ art criticism is useful -
indeed essential - for students and workers in all art disciplines (1994, pg. xi)."

Feldman has also suggested that reachers of art make up a separate category of
critics. In this category he includes teachers at all levels instructing art history, art theory,
and art studio. This all inclusive list of teacher critics results from the contention that all
systematic talk about art, regardless of general interest in the works, constitutes art

criticism (1994).

1 Feldman suggests that the school art criticism process need not necessarily include evaluation or
judgment as part of student inquiry (1973)
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Of particular interest to this study, which resulted in the inclusion of introductory
comments as a separate and important part the of data for this research, is a comment
made by Feldman.

Teachers of studio art function as critics in a special way: they assign art

problems and exercises and they evaluate artwork when it is finished.

Stated otherwise, they judge student art as it is made and after it is done. In

effect, they criticize what they have caused to be created...

What ever the teacher-critic says or does is fraught with significance.

(1994, pg. 4)

Ralph Smith (1973) has conceived of a set of phases that resemble those of
Feldman except that the distinctions between the phases are less exact. For Smith the
discreet phases of the critical activity run together in actual process and inform each other
in practice. In example, description and analysis are seen by Smith as being part of the
same phase of the critical process without a separation in attention. Likewise
interpretation and judgment share a common interest in the work being analyzed and are
interdependent in concept and process.

Harry Broudy has also explicated some specifics about content and context for
viewing art. The categories of attention he suggests were developed initially to make
sense of works of art growing out of a modernist paradigm where art was defined by its
ability to create a heightened aesthetic experience for viewers (1972). These categories
have since been partially extended to include the possibility of discussing work from a
broadened range of artistic paradigms. The set of categories or properties he considers
worthy of consideration for describing the expression within works of art consist of
sensory, formal, expressive, and technical properties (1987).

With a specific interest in supporting the efforts of classroom teachers Broudy
(1987) organized his aesthetic categories along with Greene's (1940) general aspects of
critical practice into a sequential process called 'aesthetic scanning.' This aesthetic

scanning framework is intended to guide both teachers and students through aesthetic

discovery activities. These activities increase awareness and understanding of visual
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value inherent in art. Scanning is the process of carefully observing and describing the
specific expressive nature of a given work of art while using an outline of possible
expressive qualities as a guide.

According to Broudy (1987), scanning is a worthwhile strategy for viewing art
because by using the framework as a guide it teaches a specific kind of insightful, artistic
perception which is distinct from ordinary or general perception. His scanning framework
is intended to provide a set of categories that allow aesthetic experience to be parsed up
and analyzed in specific terms related to strategies used by artists to shape the expressive
qualities found in their work. The use of specific, guiding categories narrows the range of
expressive possibilities to be attended to and thereby limits discussion to those specific
qualities identified as being most relevant to understanding art. An explicit outline can
make instruction easier, and understanding clearer, and more focused for both students
and teachers.

Terry Barrett (1997, 1994, 1990) has also been active in exploring various
dimensions of art criticism with an interest in assisting teachers with their classroom
activities. Through his writing he presents in-depth analysis of considerations that may be
of interest to teachers and students as they struggle with critical practice. Barrett does not
advocate a rigid systematic approach to the viewing art process as suggested by Feldman
(1987) and Broudy (1987) but does recommend the application of similar categories to
those of Weitz (1964) as possibilities for discussion. Barretts' categories include
description, interpretation, judgment, and theorizing about works of art.

In addition to accepting a similar set of categories used by others (Broudy, 1987,
Feldman, 1987, Weitz, 1964) Barrett, somewhat akin to Smith (1973), sees the
distinctions as being interrelated in process. In example Barrett states, "usually a
thorough interpretation, which necessarily includes description, will imply a judgment

(1994, pg. 18)."
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Although the categories, for Barrett, are interrelated in process he concedes that
any one or number of categories may be sufficient to accomplish worthwhile critical
dialogue. When discussing the nature of description in professional criticism he states," if
you discuss thoroughly and passionately, description may be all you need (1994, pg.
144)."

In his most recent work, Talking about Student Art (1997), Barrett discusses the
practices and concerns particular to art critiques in schools. In this publication he presents
scenarios that illustrate a variety of process and content possibilities for running critiques
with students of various ages. The purpose of the book is to explore worthwhile practice
associated with discussing student art. His intention is to support teachers by offering
examples of practice for consideration " to improve critiques in elementary , middle, and
senior-high schools where they are already being practiced, and to introduce critiques to
those teachers who are not yet using critiques (pg. 4)."

For Barrett, "criticism is informed discourse about art for the purposec of
increasing understanding and appreciation of art (1997, pg. 5)." With regards to the
practice of critiques he suggests that teachers make viewers views more central in the
critique, spend more time on interpretation and less on evaluation , and align the purposes
of the school critique more closely with professional goals of art criticism.

By making the recommendation that teachers align their goals for critiques more
closely with those of professional criticism he is suggesting that teachers adopt the
purpose of increasing understanding and appreciation of art as the catalyst to shape
their questions and approach. He also recommends the practice of ensuring that students
provide evidence to support their observations and interpretations regarding the works
being discussed.

Although not explicitly stated, throughout the book Barrett suggests possibilities
for a number of reasons that teachers might have for engaging in a critique with their

students. Some of these reasons include to explore what is in the work through
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description, to consider meaning through interpretation, to evaluate works through artistic

criticism, and to assess teaching and leaming.

Ministry of Education Guidelines

In addition to the professional literature on Art Criticism, this study must consider
the directions to schools offered by government support material in the form of Ministry
of Education curriculum guides. The Ontario Government has prepared two curriculum
documents that relate to the expectations of secondary school art education.

The Curriculum Guideline Visual Arts for the Intermediate and Senior Divisions
(Ministry of Education, 1986), is the central Visual Arts guide and provides little specific
direction about art criticism, art critiques, and art talk for teachers. The document presents
art education as a type of discipline based structure with three distinct components of
activity. The three divisions of activity include art studio, art history, and design.

With respect to the concerns of this study, under the art studio category of
activity, the document suggests that the planning aspect of studio should "include
experiences designed to develop students' perceptual abilities and to increase their
awareness of both the art making process and the process of creative thinking (Ministry
of Education, 1986, pg- 26)." Other than general suggestions as the one cited, no specific
instruction is provided to assist teachers in structuring their talking sessions that might
serve to accomplish this goal.

In the art history category the document states:

The purpose of the history component of visual arts courses, which deals

with both historical chronology and cultural relationships, is to ensure that

students acquire an understanding and appreciation of the major art and

design forms, as well as the events that document the expressive
development of creative artists (Ministry of Education, 1986, pg. 26).
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The goals of art criticism are briefly outlined in this document and are included
under the general category of design. The first purpose of the design component is to
ensure that students understand how works of art might be structured through
identification of artistic elements like colour, line, texture, etc., and construction
principles including balance, emphasis, unity, variety, etc.

A second purpose of the design component is to,

ensure that students acquire skill in developing personal criteria for the
assessment of artistic and expressive forms...The analytical and critical
examination of one's own work and that of other artists and designers of
different eras and cultures is a key factor in the development of aesthetic
judgment (Ministry of Education, 1986, pg. 26).

A single page in the document discusses using art criticism as a resource for
instruction. The presentation incorporates the ideas of Feldman (1981) and in part states,

Art criticism is informed talk about art. Students must be exposed to,
and allowed time to develop, a systematic foundation for practicing art
criticism. In this way they will learn logical procedures for making
interpretations and evaluations of their own artwork, that of their peers,
and that of professional artists that are capable of being defended in spite
of the fact that there may be no permanently correct interpretations and
evaluations of particular works.

The main goal of art criticism is to provide a way of looking at art
objects that will give the viewer the greatest amount of knowledge
possible about their menages and merits. Another goal is to provide the
viewer with delight and pleasure...The critical process enables students to
carry on their search for meaning and pleasure.

and,

Aesthetic experiences encourage the development of the critical
abilities of perceiving, thinking, and taking about visual forms. In
perceiving, examining, appreciating, and critiquing works produced by
themselves, peers, or others, students develop the ability to make
statements about subject matter, the technique applied, structural or formal
aspects of the image, the meaning and ideas inherent in the artwork, the
place of the artwork in a historical context, and the functional value of the
artwork or its significance as a work of art...

There are many different procedures that may be used as a basis for
systematic art criticism (Ministry of Education, 1986, pg. 105).

The Viewing Art Intermediate and Senior Divisions guideline (Ministry of
Education, 1990), is a support document for the Visual Arts guide (1986) and provides
practical suggestions for the implementation of the art history and design components of

the curriculum. it offers specific direction to teachers about how to structure a viewing art
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session including general approach and process considerations, possible questions, and
sample activities associated with this form of art criticism. The document represents a
method that is based on the Art Gallery of Hamilton's Looking at Art (1986) strategy for
viewing art. The outlined process adapts ideas from the approaches of Feldman ( 1987)
and Sir Kenneth Clark's introduction to Looking at Pictures (1960).

The document states:

The viewing of art, which is essential to the study of art history, should be

a challenging and rewarding experience for both teachers and students...

The viewing of art should be both an emotional (affective) and a

thoughtful (cognitive) experience. A good work of art will communicate

many meanings and will elicit different responses from different

students...Students should be encouraged to ask questions and share

opinions...Students should also notice how a work of art can be affected by

its context (its relationship to other works of art and its surroundings)

Students should be asked to consider why the artist might have created the

work of art, why certain visual and conceptual elements were used, and
why certain techniques were employed (Ministry of Education, 1990,

pg-4).

The process outlined in the document involves four basic steps : initial response;
analysis; information acquisition; and interpretation. Reminiscent of Harvard University's
direction to attend to features that carry the punch of the work (Perkins, 1991), in the
initial response phase the students look at something that catches their eye and express
the first few words that come to mind (Ministry of Education, 1990).

During the analysis phase the students examine the work of art, considering each
of his or her original responses to determine what the artist did to induce them. Following
this identification the students are asked to expand on those features of the work to help
them understand with greater detail the expressions that are at play in the work.

For the information acquisition phase the students acquire additional information
that would tend to reinforce the discoveries made through the analysis of his or her initial
responses. The document states, " biographical, historical, and cultural information will
enrich a viewing experience, but should not be used as a substitute for the careful and

thoughtful scrutiny of the work (p. 7)."
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During the interpretation phase the students try to integrate "the work with his or
her own experience and the world around (p. 7) them. Through this activity "they connect
the work of art with a place he or she has been, an emotion he or she has felt, or an idea
he or she has had (p. 7)."

In this study three main areas of literature, theoretical underpinnings of
professional art criticism, art criticism as practiced in schools, and Ministry of Education
and Training curriculum documents, have a bearing on understanding the practice of
viewing art in schools. It is with these in mind as resource material that this investigation

proceeded.
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Research Methods
Research Paradigm

The goal of this study is to better understand current classroom practice and
specifically the practice of talking about art. Of the four constituent activities identified
by a discipline-based approach to art education, including studio, art history, art criticism
and aesthetics, this research will attend to the art criticism dialogue associated with art
viewing that occurs during art history and studio sessions.

To accomplish this end, the design of this research consists of three distinct
research phases, one to collect the data, one to analyze the content, and another to
compare and discuss the findings (Stokrocki, 1997).With this interest in mind, I applied
research methods that allowed me to collect data in the form of classroom dialogue,
analyze the data for relevant content, and compare the data content within each research
site to other sites in the study. Since it is the content of dialogue that is of greatest interest
to this study I used content analysis methodologies to work with the data.

Although content analysis has been recently identified in the art education
literature as one stage in the process of general qualitative research (Stokrocki, 1997),
traditionally it has been recognized as an independent research method with its own
distinct set of protocols. Content analysis has been practiced since the beginning of the
century (Barcus, 1959) but didn't became prominent until the 1930's and 1940's (Tesch,
1990).

Content analysis was originally designed as "a research technique for the
objective, systematic, and quantitative description of the manifest content of
communication" (Berelson, 1952, p.18) but has been extended to include qualitative
methods as well. Its use as a recognized methodological procedure in educational
research is well established and "allows the researcher to describe the content of various

situations, particularly language situations"” (Fagan & Currie, 1983).
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Tesch (1990) suggests that "since the method is largely numeric, it cannot
properly be cailed a type of qualitative research” (p.25). Notwithstanding the apparent
narrowness of this initial statement she continues by suggesting that "in its historical
development content analysis has grown to include qualitative strategies, and today the
best content analytic studies utilize both qualitative and quantitative operations on text"
(p-25).

The issue of whether content analysis is quantitative or qualitative necessarily,
was explored by Berelson (1970) whose seminal text (1952) on content analysis was
expanded to describe the methodology as a possible quantitative and/or qualitative
endeavor. He did not specifically call for a broadening of the definition of content
analysis per se, to include all methods "in which the close reading of texts is followed by
a summmary and interpretation of what appears therein (Berelson, 1970)," because it would
then include too large a body of material to be realistically managed. Although Berelson
was not eager to completely give up his definitional connection with quantitative
reporting he questioned the nature of the distinctions that are often made between the two
research paradigms and suggested that in some fundamental ways they are very similar.
He states,

Much 'qualitative 'analysis is quasi-quantitative....Just as quantitative

analysis assigns relative frequencies to different qualities (or categories),

so qualitative analysis usually contains quantitative statements in rough

form. They may be less explicit but they are nonetheless frequency

statements about the incidence of general categories (Berelson, 1970,
p-116)...

They clearly use quantitative terms- 'repeatedly,’ 'rarely,’ ‘usually,' ‘often,’

'emphasis,’ etc.- in describing communication content of one sort or

another (p.117).

Berelson (1970) cites the main difference, on this point, as being one of precision.
In quantitative analysis the numeric associations are more precise to allow for numeric

and statistical reporting and as a result require more careful methods for the collection of

the data.
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One unfortunate misunderstanding on the part of Berelson is that he equates
narrowness with carefulness and as a result tends to undermine the rigor of careful yet
broader collection and analysis of data used in qualitative strategies. In support of a
qualitative approach he does concede that higher precision is not always necessary or
even desirable (p.119). The level of numeric precision depends on the nature of the
questions asked and the answers required by a specific study.

He also suggests that qualitative analysis "is often based upon presence-absence
of a particular content (rather than relative frequencies)" (p.119). This type of
consideration produces a quantification case where the frequencies are limited to zero or
one. In a case such as this, the relative frequencies are not necessary to formulate
inferences or analysis. A single mention of something could make it worthy of
investigation. When the numeric accounting consists of being present or not, any
resulting discussion becomes more qualitative in nature due to the fact that there is
insufficient variety in the numbers to shape an argument or pcsition.

Berelson also suggests that there are times when qualitative approaches of content
analysis would be able to explore information that would traditionally be inaccessible to
quantitative methodologies. These include:

1. Times where the sample is small or incomplete, where quantitative analysis
could not be justified because counting would be too inexact in a sampling sense, yet the
information is necessary or helpful.

2. When non-content statements will be combined at a higher ratio to, content
statements, in reporting.

3. When the content is to be considered as a reflection of a deeper phenomena
rather than simply the presence of certain characteristics. "The interest of the 'qualitative’
analyst lies less often in the content as such and more often in other areas to which the
content is a cue, i.e., which it 'reflects’ or ‘expresses’ or which is 'latent’ in the manifest

content" (Berelson, 1970, p.124).
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4. When the categories of analysis are less narrow or formalized in their
definition. This will often allow "for more subtle or more individualized interpretations”
(p-125) of the data, and,

5. when one wishes to use more complex themes in discussing the material.

Berelson's (1970) desire was to end the "dichotomization between analysis based
on mere frequencies” against those based on "real meanings” (p.128). He suggests that
content analysis simply establishes protocols for analyzing the content of material,
whether quantitative or qualitative.

As an aid for researchers he presents a checklist of interests that one might
consider when deciding whether to use content analysis as a quantitative or qualitative
strategy in their study. Although his list suggests conditions when quantification, or
precise counting, is warranted, the inverse of the list might suggest when qualitative, or
not precise counting is the most productive strategy to use. This (p.129) revised list of
recommendations might include:

1. Do not count carefully when a high degree of precision and numeric accuracy is
not required in the result (p.129)

2. Do not count carefully when a high degree of objectivity is not required in the
results (p.129).

3. Do not count carefully when the materials to be analyzed are not representative
enough to justify the effort (p.130).

4. Do not count carefully when the materials to be analyzed are not so many as to
be unmanageable without such a summarizing procedure (p.130).

5. Do not count carefully when a high degree of specification of categories is
either not possible, not necessary, or not desirable (p.130).

6. Do not count carefully when the categories do not appear with relative high

frequencies (p.131).
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7. Do not count carefully when the content data are not to be statistically related
to numerical non-content data (p.131).

These considerations have a bearing on the questions and circumstance of this
study and were considered in deciding to use combined qualitative and quantitative
content analysis to analyze the data of this research. When approached as a qualitative
endeavor, content analysis need not be numeric in nature and may simply "ascertain
whether a communication does or does not possess certain attributes” (Reynolds, 1983, p.
111). When quantities are reported it compresses the range of information to offer a clear
view from a narrow perspective.

Content analysis is currently considered to be either quantitative, qualitative , or a
hybrid of the two. The methods "have gone beyond the simple counting of words to
include the meanings of those words and themes as a product of a particular context”
(Tesch, 1990, p. 25).

One extension of classical content analysis into the qualitative camp has been
named ethnographic content analysis (Altheide, 1987). This research method is
characterized by a dynamic relationship between the researcher and the process while
analyzing the content of data. It exemplifies the general features of qualitative research
outlined by Eisner (1991) which include a study that is 1) field-focused, 2) constructed so
that the researcher is an instrument, 3) interpretative in nature, 4) expressive in language,
5) highly detailed, and 6) persuasive.

Altheide (1987) suggests that materials can be appropriate for study through
ethnographic content analysis insofar as they are "products of social interaction” (p.66).
Throughout the process the investigator is highly interactive with the "concepts, data
collection, and analysis" (p.68).

While in classical content analysis the researcher may begin working with the data
with established categories borrowed from other studies or gleaned from the literature, in

ethnographic content analysis, categories for sorting data are not established prior to
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working with them. This allows the descriptive distinctions to emerge during the study as

part of the context in which they were collected (Tesch, 1990, p. 26).

Research Equipment

For this study data was collected within the site classrooms as the activity of
talking about art occurred. Dialogue was recorded on Radioshack Supertape 120 min.
audio cassettes to allow for transcription and analysis of the verbatim conversations.
These tapes were designed for the taping of voice and produced little background ambient
noise which would detract from the dialogue clarity. The tapes were able to record 120
minutes of conversation (60 minutes per side) which allowed me to tape complete
classroom sessions on a single tape. This reduced the amount of interference to the
normal classroom process by my not having to change the tapes during the session.

The classroom student conversations were taped on two Sony reversible tape
recorders model TCM 59V. This model of tape recorder was voice actuated which
reduced the waste time on the tape by only taping when actual dialogue was occurring.
The tape recorders were hidden inside desks or under tables to attempt to ease the
obvious intrusion that the sight of recording equipment might create in the class. The two
recorders were placed near the center of the class, one on each side of the room.

Sony battery operated condenser microphones model EMC R100 were plugged
into the student dialogue recorders. These microphones, because they are battery operated
boosted the sound level to make it easier to hear student responses from around the room
while at the same time reduced the ambient white noise effect around the room. This
produced mostly understandable student responses and comments. These microphones

were very small, the thickness of a pencil and two inches tall, relatively inconspicuous,
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and were placed on top of a desk or table surface where they could best record the talk in
the room and be least noticeable to the students in the class.

I attempted to gain access to the site classrooms before each class to set up the
equipment prior to the students arriving for their session. On one occasion it was
impossible to do the setup in advance and the students in that session seemed to be more
aware of the intrusion than in other classes where I could set up in advance. In that class I
noticed one young man who entered the room for the class, moved toward a desk to sit
down, saw me setting up the tape recorder near him, got up from his desk, left the room,
and did not return for the session.

The teacher dialogue, which was of greatest interest to this study, was recorded on
a Sony cassette recorder Model TCM 38V. This model of tape recorder also was voice
actuated which reduced the waste time on the tape by only taping when the teacher or a
student was actually talking.

The cassette recorder that taped the teacher dialogue was located at the back of the
room and attached to a Shure wireless microphone, model T3 receiver. I also attached an
ear plug to the receiver so I could monitor the actual dialogue as it was being recorded.
This enabled me to adjust the level and quality of the recording while the class was
progressing to ensure that the recording would be of the best quality for transcription.
During one session the microphone became unplugged and I was able to motion to the
teacher to re-attach it to avoid missing the conversation.

The teacher was equipped with a Shure model T1 wireless transmitter and a mini
lapel microphone. The transmitter along with the microphone allowed the teacher to walk
around the room without being hampered by wires while at the same time ensuring that
his or her dialogue would be clearly recorded.

A test data recording session revealed that area microphones alone were not

sufficient to clearly capture the conversation of a teacher who likes to roam the class
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while talking with the students and a wired microphone was too restrictive and seemed to
impair the teacher's ability to behave naturally.

A single Sony VHS video camera was mounted on a tripod and placed at the back
corner of the room where it could record the general activity in the room, teacher gestures
and visual aids, that became important to the analysis of the data. Each class session was
recorded on a separate 2 hour video cassettes to facilitate filing and reviewing the videos
by session.

The tape recordings were transcribed using a Dictaphone standard cassette voice
processor model 2709, into Word Perfect word processing software and saved in rich text
format (RTF). The RTF files were then downloaded into the NUDIST software research

program to facilitate further analysis of the text.

Ethical Procedures and Protocols for Informed Consent

The process of being granted informed consent began with informal conversations
with prospective teachers who were teaching in associate schools of Queen's University
Faculty of Education and ones that I thought would be appropriate for the study. After
initial discussions I asked each tentatively interested teacher if he or she would be willing
to participate in the research and I described what it might mean to them and their classes
in terms of time, inconvenience, and process. After this meeting with each teacher, a few
of them declined participation, primarily because they were uncomfortable with being
recorded while they were teaching.

Although the teachers were told about the observation process in their classes,
they were told very little about the questions of the research other than the information
that was supplied on the parent/student consent forms (Appendix B) and that I wanted to

observe a session where they would be discussing historical works of art and one where
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they would be discussing student works of art. This was done to avoid the possibility that
they would change normal practice because I was watching and looking for particular
content.

In two of the schools, I observed three sessions instead of two because the
teachers invited me to come to their instruction sessions that they prepared for their
students about art criticism in addition to the sessions where they were actually viewing
and talking about work. These sessions, although not included in the data of this report,
were interesting from an educational perspective because they represented the art talk
experiences in their classes.

Teachers from four schools agreed to participate in the study and a letter
(Appendix A) was sent to their respective principals asking for permission to carry out
the research in their schools. Accompanying the ‘permission to do research letter' I
enclosed a sample parent/student consent form (Appendix B) that would be sent home
with each student participating in the study. I left it to the local school administrator to
obtain school board clearance, if that was necessary within their system.

The letters were sent out under a Queen's University Faculty of Education
letterhead. The Faculty-associate school relationship between these particular schools,
boards, and the university made it easier to gain permission to carry out the research in
these schools. Each of the teachers involved in the study were aware that this research
was part of my doctoral work at Concordia University and not part of my direct activity
at Queen's University.

The permission to carry out research letter briefly introduced the research project,
assured them of confidentiality, and explained that I had previously reviewed the project
with their Art teacher.

The parent/student permission form outlined the basic interest of the research and
asked for a signature confirming the conditions of agreement (see appendix B). The form

asked for both the student and parent, if the student was under the age of 18, to sign
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confirming their understanding of the research conditions and their willingness to
participate in the project.

Once permission to carry out the study was received, a package including a
sufficient number of parent/student consent forms to cover the enrollment of the chosen
classes, was sent to each participating teacher. The teachers distributed the consent forms
to each student in the participating classes with instructions that if any student, or parent
of any student did not want either themselves or their child to participate in the study,
they would be placed out of reach of audio recorders and out of view of the video
cameras, while the class was being observed.

Although no forms were returned with a negative response, on data collection
days, a few students from three of the schools chose not to participate in the recording

session and did not come to class, or were given a seat beyond the reach of the recorders.

Participant selection and Location

For this research, art classes at four schools taught by five teachers were analyzed
as separate occurrences of a similar activity. The main participants involved in this study
were from high school art classes located in eastern Ontario schools. Four schools were
selected, each from a different school board, to allow board, or region bred idiosyncrasies
to add variety to the data. Each of these schools is located in an area of the province that
is in partnership with Queen's University Faculty of Education and are schools in which
Art Education students from Queen's have completed practice teaching placements in past
years.

The school identified in site one represents a large size school with a population
of 1,200 students, in a town with a population of approximately 10,000 residents.

Students are bussed to the school from outlying rural communities.
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Site two school could be considered small, with a population of 500 students, in a
rural board and is located in a city of approximately 20,000 residents.

Site three school represents a large size school with a population of 1,200
students, in a city with a population of approximately 100,000 residents.

The site four and five school is large, with a populaticn of over 1500 students in a
city of over 1,000,000 residents. This school is an arts specialty school with students
attending from a large catchment area covering three boards of education. The students
are admitted to the school through a portfolio review and/ or audition. At this school I
observed an art class from the specialty visual arts program as well as a class group of
option arts students who are specialists in another art form like music or dance and take
visual art as an optional course.

As mentioned earlier, a number of teachers were initially selected by the
researcher as possible candidates for the study. This number was reduced by self selection
of the teachers as some of those originally considered were uncomfortable with the
recording procedures of the research, and declined participation. One might characterize
the teachers as a self selected group from a pre-selected pool.

For the study I was looking for experienced teachers. I thought that teachers who
were experienced or seasoned would most likely have an established practice and point of
view regarding viewing art in their classrooms which would tend to make observation
easier and clearer. This was also done to hopefully avoid the insecurity and associated
classroom management difficulties displayed by some new teachers which may distract
normal classroom activity and complicate the data.

Each of the five participating teachers has been teaching in a high school art
program from between 5 to more than 20 years. Three teachers instruct in programs
where Visual Art is a curriculum elective and two of the three are department heads
within their schools. The fourth and fifth, teachers work in an arts specialist school where

there is an expanded range of art classes offered to students.
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Once the teachers agreed to participate, they were asked to choose one of their
class groupings to be observed. Each teacher selected the grade, level, and particular class
that would participate in the research. From informal discussions with the teachers, I
concluded that they considered the disposition of the student group, their place in the
curriculum, and the term in which particular classes were being offered, when deciding
which classes to include in the study.

It also seemed that they chose classes that would be relatively easy to manage
from a discipline point of view, and were to cover some discussion of historical works of

art as well as student works in the natural process of their program.

Research Design and Procedures

The main components of content analysis consist of data making, data reduction,
inference, and analysis (Krippendorf, 1980). The processes and strategies of data making
associated with this research involve recording and transcribing the verbatim teacher
directed dialogue and require special consideration of recording procedures which may
not normally be part of a classical content analysis method.

Classical content analysis typically makes use of pre-existing text based data
sources and does not include any identifiable protocols associated with the collection of
data on site. Due to the interest of this study in using a combined qualitative and
quantitative analysis approach with the data it was necessary to collect the dialogue on
site as part of the research method.

The design for data collection in this study is based on qualitative research
protocols outlined by Margaret D. LeCompte and Judith Preissle in Ethnography and

Qualitative Design in Educational Research (1993).
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This research employed a non-participant observational strategy which attempted
to have the researcher be as inconspicuous as possible. The difference between
participant and non-participant observation is reflected in a shift of concern from
participant meaning to participant behavior during the data collection phase. "The
behaviors do include what people say and how they say it, but non-participant observers
avoid interrupting to seek clarification (LeCompte & Preissle, 1993, p.205)."

The goal of this research is to analyze the content of classroom dialogue, which
represents a particular part of the raw material that students have access to from which to
construct meaning. Although it may be argued, the most important aspect of education is
the actual learning that occurs in an educational setting, the content of an educational
activity represents a key ingredient of that potential learning and deserves investigation as
a separate component of the process. A preoccupation with extra contextual information
that may be part of the classroom experience, and as a result may have an impact on
learning, would tend to complicate the data required for this study.

As a result, to access the content of the dialogue without complicating it with
unnecessary contextual data, I was situated within the various classrooms in a location
that allowed me to carefully observe and record the activity of the class while at the same
time causing as little interference to the normal practice of the class as possible. Data
were collected from three different sources. A video recording documented the physical
environment, gestural communication and "kinesic" (LeCompte & Preissle, 1993, p.208)
activity during the art-viewing sessions, an audio recording collected both student and
teacher talk about art, which was transcribed for later analysis, and field notes to
document things that seemed important to the study but may be missed by the recording
devices.

A single video camera was placed in a spot where a general view of the classroom

activity could be photographed. Area microphones were placed in the room to record

31



student dialogue and a wireless microphone was carried by the teacher so as not to restrict
teacher mobility within the classroom.

As mentioned earlier, a test data recording session revealed that area microphones
alone were not sufficient to clearly capture the conversation of a teacher who likes to
roam the class while talking with the students and a wired microphone was too restrictive
and seemed to impair the teacher's ability to behave naturally. Although it is extremely
difficult for the researcher to be completely unnoticed in the class, every attempt was
made to be a "detached...and unobtrusive observer " (LeCompte & Preissle, 1993, p.205)
while collecting the data.

Part of the design of this project was emergent in nature and was shaped during
the data collection and analysis of data sessions. As a result, a rich set of descriptive
categories were derived from the transcripts which added important depth to
understanding the data of each site by exposing the specific processes that underpinned
the art viewing activity of each setting.

Once the data were transcribed I began to unpack embedded content, themes, and
values that addressed the interests of the first two research concerns which are: 1) What is
the art criticism content of teacher directed dialogue during viewing sessions about
historical works of art? and 2) What is the art criticism content of teacher directed
dialogue during viewing sessions about students works of art?

To begin working with the data I used the stages outlined in classical content
analysis (Berelson, 1970, Krippendorf, 1980) which allowed me to access the actual
content of the dialogue. Stages of the research process associated with quantitative and
qualitative content analysis are very similar. As discussed in an earlier chapter, the
difference between the two paradigms resides in the emphasis placed on quantities or

qualities of the data during the analysis, reporting, and discussion activities.
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The data reduction and inference components of this study consisted of becoming
familiar with the data, bracketing units of analysis, marking significant words, and
identifying content categories, themes and values embedded in the text.

I began this part of the process by reading through all of the transcripts to become
familiar with the general or overall nature of the dialogue. As part of the read through, I
began to make notes on ideas, potential themes and categories to be used in later stages of
analysis (Johnson & LaMontagne, 1993). The transcribed material was then imported into
QSR NUDIST V3.0 (1996), a software program designed to facilitate the analysis of data
collected in qualitative research. The lines of the imported data were numbered, divided
into units of analysis, and bracketed to separate each unit for further analysis.

For this study "an analysis unit is [to be defined as] a text passage understandable
in itself" that is "large enough to make sense when taken out of context and is defined by
the researcher as relevant to the research objective” (LeCompte & Preissle, 1993, p.287),
(Lincoln and Guba, 1985).

The text of the transcribed classroom dialogue was segmented into individual
units and then grouped into three main categories for further refinement. One category
included all dialogue that was part of art education generally but not directly related to
the works of art being discussed. A second category included all dialogue that referred to
the specific works of art being considered, and a third category consisted of all discussion
not related to viewing art such as classroom management or homework announcements.

The unit typically consisted of a sentence with a single focus or theme. In the
dialogue there were times when ideas were expressed in incomplete sentences, such as
single word responses as part of an ongoing conversation. For the purposes of this study,
these incomplete sentences were also considered as units for analysis if they contained a
relevant identifiable theme or concept.

The associated process of analysis was characterized by the discovery of

regularities through the "identification and categorization of elements and the exploration
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of their connections” (Tesch, 1990, p.72). This analytic process went beyond the simple
counting of words, typical of classical content analysis, "to the categorization of words
and phrases to their meaning”(Tesch, 1990, p.24). As a result, the segmented units were
scrutinized to identify important words, themes, and values.

All words, of the segmented text that had substantive meaning, were reviewed to
facilitate categorization. Substantive here is to be understood as anything that describes,
or relates to, objects, people, processes, concepts, or contexts of the works of art being
discussed or to the viewing activity and general class process. Words used in speech to
connect or ensure the smooth flow of the dialogue were ignored. Small words that szood
for substantive words were regarded as substantive (Clarke, 1987).

At this stage in the research process the activities of data reduction, inference, and
analysis began to overlap and inform each other. Content categories began to emerge
from the substantive words. The context of those words within the dialogue began to
coalesce into conceptual clusters (Stokrocki, 1997) around which the themes and content
were organized. As the conceptual clusters took shape, they were defined and the
associated words and themes that were related to that cluster were all be marked with the
same colored marker to facilitate visual identification of the main categories and further
analysis.

Five common units of analysis are identified in the literature as being associated
with classical content analysis. These include words, themes, characters, items, and
space-and-time measures. Of these five, theme was of greatest interest to this study.

A theme is typically expressed in a sentence and is defined as "an assertion about
a subject matter” (Berelson, 1970, p.138) The themes suggested by the identified
substantive words were shaped into a list or framework for further data, sorting, analysis,
interpretation, and discussion.

Importance of the concept or theme was represented as a percentage of total

classroom dialogue showing recurrence rates or emphasis. Frequent recurrence suggests
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that an item, concept or issue, is an important part of the dialogue because it has been
repeated or reoccurs in the conversation, and in the case of this research, it reoccurs in
reference to several works of art discussed during the session. Although it has been
suggested that in qualitative analysis "anything that occurs more that 50% of the time is
frequent and important"(Stockrocki, 1997,p.44), for the purposes of this study when a
single category contained several examples it was considered important and was included
in the reporting of data (Bogden & Bilken, 1992; Glaser & Strauss, 1967).

Emphasis occurs when importance is added to a particular item of content, not
because it appears frequently in the text, but because it was presented in context of the
activity being studied in such a way that more interest or attention was given to it than
other items mentioned an equal number of times. The characteristic of emphasis is often
not accounted for in classical content analysis where simple word frequency is typically
relied on to indicate importance.

Emphasis can result from processes or procedures like obvious pauses, pointing,
or gesturing while mentioning a particular idea. It can also be created by presenting a
particular concept or item in a context where extra emotional responses become
associated with the concept or item. An example of this would be to present a work of art
within the context of a ritual or ceremony that is not normally part of classroom
instruction. The emotions generated by the ritual become associated with the work of art
and magnify the importance of the work relative to other works not presented in that
manner. Emphasis can also be created by an introduction acting as an advance organizer
which conditions what is looked for and what, by default, may be ignored.

The themes and content were prioritized as their relative importance within the
text became apparent, preparatory to interpretation and discussion of the datal. This
design was intended to provide representative accounts of the nature of the content of the

teacher directed dialogue related to viewing art in the classroom. Word and theme counts

1 for a complete account of the content quantities placed into each category for this research refer to
Appendix C
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alone seemed to be inadequate in representing the goals of a viewing art session. As a
result, in addition to word counts, an instructional profile of each session was presented

illustrating the sequenced quantities of dialogue constituting the activity.

Developing Categories, Codes and Refining the Data

As stated earlier data was collected from three different sources: audio, video, and
field notes. The primary source of data was an audio recording which collected both
student and teacher talk about art. A video recording documented physical environment,
gestural communication and "kinesic" (LeCompte & Preissle, 1993, p.208) activity
during the art-viewing sessions which were referenced when actions and pictures
associated with the criticism session were relevant to the understanding of the dialogue.
At times it was impossible to discern from the dialogue alone what the students were
looking at. During some of these occasions it became necessary to the understanding of
the dialogue to know what was being seen since some of the instruction was visual in
nature and was presented through gestures and pictures. It became obvious that the
classical content analysis protocols of counting words would not be able to capture the
information during this type of interaction with any degree of integrity. I also kept
detailed field notes of each session which added some insights from on site observation
that could not be distilled from the dialogue transcriptions.

The transcripts made from the audio recordings were scrutinized to discover
categories of content that reduced and refined the data into large groupings to facilitate
further refinement. In reviewing the data four main groups of information initially
emerged: general information related to art education, direct assertions about works of
art, discussion about the context of the works being viewed, and information not directly

related to the viewing art session or to art education issues.
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As the data were reviewed and considered forty-seven categories! of content were
eventually considered in analyzing the content. These categories were organized under
the four main headings into a tree-like structure of related clusters or branches of content
areas (fig. 1).

The general information category includes content dealing with statements
relating to the class process of viewing art or to one of the disciplines of art education.
This category covered most of the instruction presented in the class that was not directly
related to the discussion of individual works of art.

The assertions about works of art being viewed category included content that
dealt with statements directly relating to the presenting works. This distinction included
statements describing, interpreting/analyzing, and evaluating the works being viewed by
the class.

The context associated with the work category includes content that deals with
statements directly relating to the context associated with the art works being viewed.
This distinction included statements about the artist who created the work, the culture in
which the work was created, and historical connections including style and chronology.

The categorized dialogue was analyzed to discover emerging quantities and
qualities of patterns, process, and content that shaped instruction during the sessions. The
main tools for analysis used by qualitative researchers are description and comparison.
These tools were used to address the research questions.

The profile for art history related talk by one teacher and student grouping was
compared with the student art related talk by the same teacher and student group. This
initial comparison of findings provided access to the similarities and differences that
existed between two classroom settings, of the same participants, where students and

teachers discussed qualities and characteristics of art.

1 For a description of the content associated with each of the forty-seven categories see appendix D
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Classroom Dialogue

"Words About Pictures"
Code Clusters

I- [General instructions / discussion by the teacher]

I-G -[General related discussion]

I-G-S- [ Related to class set-up for viewing art]
e [-G-C- [Class process related to viewing art]
e [-G-G- [General art related discussion]

I-D- [Dialogue related to one of the disciplines of Art Education]

I-D-C- [art criticism general discussion]
I-D-A- [aesthetics general discussion]
1-D-H- [art history general discussion]
I-D-S- [ art studio general discussion]
I-D-G- [ Societal/Cultural general discussion]

General Information

A- [Assertions about the work of art being analyzed]

A-D- [Description of what is in the work of art]

A-D-S- [what one actually sees represented in the work]

A-D-T- [what one thinks about, symbolic connections or associations]
A-I- [Interpretation or analysis of the work]

A-I-E- [as an independent object of expression]

A-I-T- [as part of a particular theory or style of art]

A-I-A- [as part of a class assignment or process]

A-E- [Evaluation of the work]

A-E-F- [Formative assessment (analytical}]
A-E-S- [Summative assessment (judgmental)]

C- [Context associated with the work of art being analyzed or planned]

C-A- [Artist associated information]
C-A-B- [Biographical and/or Stylistic information about the artist]
C-A-C- [Conditions of the assignment or precess]
C-A-I - [Intentions of the artist]
C-A-I-D- [Description of the intended work]
—E C-A-I-D-S- [what one describes as being seen in the intended work]
C-A-I-D-T- [symbolic associations being thought about, in the intended work]
C-A-I-I - [Interpretation or analysis of the intended work]
—— C-A-I-I-E- [as an independent object of expression]
—— C-A-[-I-T- [as part of a particular theory of art]
—— C-A-I-I-A- [as part of a class assignment or process]
C-A-I-E- [Evaluation of the intended work]

—— C-A-I-E-F- [Formative assessment (analytical)]
—— C-A-[-E-S- [Summative assessment (judgmental)]

C-C- [information about the culture of the artifact]

C-C-S- [the society or Style in which the work was created]
C-C-C- [the artistic community associated with the work]
C-C-I - [cultural influences and/or resources for the work]

C-H- [information about the art history related to the artifact]

C-H-S- {the artistic style in which the work was created]
C-H-S-S- [visual and/or conceptual characteristics of style}
C-H-D- [The chronology or dates associated with the work]
C-H-A- [the nature of the assignment or Art History related to the work]

N- [Not directly Applicable to the works being discussed]

Classroom management and non art related discussion
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Figure 1. Dendrogram showing the set of, and the relationship between, codes used to
categorize the data in this research project.




In the conclusion chapter of the thesis, the insights derived from comparing the
single site dialogue profiles were discussed relative to the broader context of the five
research sites. The intention of this comparison was not to generalize the findings but
rather to discover similarities and differences between the sites as a method of identifying
some of the variety that exists between the study sites as a way of informing the art

criticism preparation practices that may be explored with Faculty of Education students.

Validity and Reliability

Issues of reliability pertinent to this study, and to content analysis generally,
consist of reliability as stability, and reproducibility (Krippendorff, 1980). Stability
refers to the extent to which the classification of content remains constant over time
(Weber, 1990). Stability can be determined by having a single coder, code the same
content more than once, with a time lapse in between the two coding sessions. This
strategy reveals the degree of consistency one coder might apply in identifying and
categorizing dialogue of a similar type. This stability or intracoder reliability can be
established by dividing the total number of agreements by the total number of agreements
plus disagreements (Miles & Huberman 1984). Initially the intracoder reliability should
be around "80%", but increase to around "90%" as the study progresses (p. 63).

A selection of transcribed dialogue representing ten percent of the classroom
conversations from both the Art History and Art Critique sessions was coded twice by the
same researcher. There was a three month time lapse between the two coding sessions.
The categorized dialogue for both attempts were compared to determine the intracoder
reliability. The results of the test for stability or intracoder reliability for this study was

87%. The results for reproducibility for this study were higher because over the three
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month coding activities, the codes were refined, and the understanding of the distinctions
became more exact.

"Reproducibility, sometimes called intercoder reliability, refers to the extent to
which content classification produces the same results when the same text is coded by
more than one coder (Weber, 1990, p. 17)." This test reveals the degree of consistency
between coders in identifying and categorizing dialogue of a similar type and can be
determined by the same calculation used to establish intracoder reliability. Initially the
intercoder reliability should be around "70%", but increase to around "90%" as the study
progresses (Miles & Huberman 1984, p. 63).

A high level of intercoder reliability, or reproducibility, is a minimum standard
for content analysis. "This is because stability measures the consistency of the individual
coder's private understandings, whereas reproducibility measures the consistency of
shared understandings (Weber, 1990, p. 17)."

For this study three researchers were trained in using and applying the codes to
the transcribed dialogue. Ten percent of the classroom conversations from both the Art
History and Art Critique sessions was coded by each researcher and the coded data was
compared to determine the intercoder reliability. The results of the test for-reproducibility
or intercoder reliability for this study was 94%.

Questions of validity, which most often refer to the "generalizability of results,
references, or theories (p. 18)," are not of serious interest to this study as there is no
intention to arrive at generalizable conclusions through this research. One form of
validity that might be considered relevant in this study is face validity.

Face validity "consists of the correspondence between investigators' definitions of
concepts and their definitions of the categories that measured them (Weber 1990, p. 18)."
Face validity is not a compelling form of validity but is often used in content analysis and
can be achieved by having several individuals agree on definitions of phenomena along

with their application to particular content. Face validity can be established if coding of a
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data set remains consistent over multiple codings by one coder and between coders.
When this consistency exists it can be assumed that the definitions of concepts and their
definitions of the categories that measured them correspond to a high degree.

When generalizability of findings is not a necessary or desired outcome of the
research, the need for other forms of validity is reduced. In content analysis whether
quantitative or qualitative methods are used, validity is not typically generalizable. "To
assert that a research result based on content analysis is valid is to assert that the finding
does not depend upon or is generalizable beyond the specific data, methods, or

measurements of a particular study (Weber 1990, p. 18)."
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Presenting the Data and Discussing and Interpreting the Findings

Introduction

In this report I have alternated presenting the data with discussion and
interpretation of the findings for each session to keep the information for each site
together. This was done to facilitate representation of the data as separate sites because
"the process of interpretation is simply one of questioning” and "occurs simultaneously
with description" (La Pierre & Zimmerman, 1997, p.37). In this case the presentation cf
the data serves as the description of the information and illustrates the suppositions drawn
as a result of the interpretation. Following the presentation of the data for each session
and site I have included a section on discussion and interpretation of the dialogue
selection and the session.

My initial intention was to analyze and report on the relative quantities of data
content. I assumed that if, "when critics criticize they do one or more of four things: They
describe the work of art, they interpret it, they evaluate it, and they theorize about it, [and
that] some critics engage primarily in descriptive criticism; others describe, but mainly as
a means of furthering their interpretations; still others do all four activities (Barrett, 1990.
p2)," then a report on the relative frequencies of dialogue types would offer a reasonable
representation of a viewing art session. However after coding and analyzing the data from
a dialogue content perspective, I realized that the picture of the session provided by this
data alone was not sufficiently illuminating for the needs of this study.

The narrowness of the results reminded me of a situation years ago when I was
teaching Mathematics to a group of grade ten students. One young female in the class
consistently received a mark of between 60 and 70% on her tests. I felt that she should
score much higher and began asking her to solve the questions from the tests in after class
sessions. In these sessions she would seldom make a mistake and clearly understood the

mathematical principles behind the questions. I asked her why she seemed to miss several
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questions on each test, with the expectation that she would say that she was worried by
tests, since she appeared to be a very shy young girl. I was somewhat surprised when she
explained that if she received a mark too high or too low people centered her out (both
peers and teachers) which caused her a great deal of anxiety.

It was my feeling that the relative quantities of dialogue categories from this study
were similar to this students' low test marks. The quantities alone meant something, but
exactly what they meant was only understandable if additional information was provided
as part of the analysis. To refine the possible understandings that might be derived from
the data I included, in addition to the content quantities, several other dimensions of each
session such as sequence of dialogue and sample citations that were typical of the session.

I have presented the data from each research site session individually in the form
of an instructional profile. This instructional profile documents the activity of the viewing
art session and consists of an introduction including a description of the general class set-
up and process along with any introductory comments made by the teacher, a
representation of the relative quantities of various categories of dialogue content distilled
from the data, an instructional sequence, and segments of classroom dialogue that have
been selected as being representative of the viewing art session. Following the
instructional profile presentation and the discussion and interpretation of data for each
session I have offered observations, analysis, or comments that relate the two sessions as
part of a single site.

The introduction of each site includes a description of the general class set-up and
process along with any comments by the teacher that might have acted as a conditioner
through which the students view, participate in, or interpret the session. Introductions to
sessions can act as a way of predisposing the students to look for or use information in
particular ways or for particular reasons.

For example, if a teacher were to introduce a class art viewing session with the

directive for students to examine how the works of art they had completed fulfilled the
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expectations of an assignment they had been given, it may condition the class to look for
those aspects of their work that have complied or not, with the task assigned. It may also
predispose the students to miss or ignore other aspects of the completed works that might
offer information about the expressive quality of the works that were not stated by the
teacher.

Following the introduction to each session I have presented the relative quantities
of content category types distilled from the data. The content quantity reports are used in
this study as the primary indicator in determining each sessions goals and purposes. This
strategy is consistent with the main assumption of Content Analysis! research methods
which suggests that whatever is talked about the most in a conversation is what the
discussion is about.

This quantified data is presented in text as well as chart form?2 to allow for verbal
accounting as well as visual representation of the dialogue categories used to analyze the
data. The relative quantities of content types when presented as a graph offer a different
form of similar information to that offered by text alone. This representation of data may
allow one to feel the quantity relationship between categories in a more visceral way. The
quantities reported in this study are not to be used in any type of detailed computation or
statistical correlation and are best seen, for the purposes here, as sets of associated
dialogue depicting the relative percentages represented in each category for a given
session.

The reporting of mere word frequencies, as traditional content analysis might
suggest, did not provide sufficient information to allow meaningful sense to be made of
the data of this study. The dynamics of classroom instructional periods proved to be more
complex than a political speech or other language situations where a very narrow

understanding of the content would suffice in providing meaningful insight. As a result of

1 See Berelson, 1970.
2 In example, see figure 2.



this unique condition of art viewing sessions I have included an instructional sequence to
supplement the relative quantities of dialogue.

The instructional sequence graphs! appear as a string of coloured bars. Each bar
represents a separate unit of dialogue. Each unit is identified by colour as belonging to
one of four major content areas: general instruction and discussion, assertions about the
works of art being viewed, context associated with the works, or dialogue not related to
the works or to art education issues. These series of bars are arranged in the quantity and
sequence of occurrence during each session.

This representation provides, in addition to the relative frequencies of dialogue
content, a depiction of the sequence of dialogue content as it occurred as part of a
conversation taking place. The sequence of content charts offer an additional indicator of
the nature of a viewing art session to the relative frequencies represented by the content
quantities. It suggests not only how much was said in each category but when it was said.
This representation becomes even more illuminating when, in addition to presenting the
dialogue content sequence of each entire session, the sequenced units of dialogue were
divided to isolate specific segments of related class discussion. This allows the reader to
differentiate between discussion associated with the looking at works of art and
discussion associated with general instruction.

I have also included a sample transcript of dialogue that seemed to typify the
spirit of the interaction between the students and the teachers for each session. By reading
through the representative text one can distill a more complete sense of the nature and
dynamics of each session. The actual dialogue often reveals subtle variations of process,
content, and intent that refine our understanding of each session.

Following each representative transcript I have included a discussion and
interpretation of findings report for each session. This section consists of thoughts on the

dialogue selection and the session pertinent to research questions one or two (see pg. 6).

1 In example, see figure 3.
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Presenting the data
Site 1

Site Overview

Site one school supports a student population of 1,200, in a town of approximately
10,000 residents. The school is composed of students that live either in very small
communities or on farms and are bussed to school. There is no visible ethnic diversity
evident in the class with an all Caucasian group of students and no discernible accents as
the class converses. There are 25 students in this grade ten comprehensive visual art class
where the students explore a broad range of materials, techniques, and processes in their
studio activities. They also study Art History as prescribed by their school course of study
and their Board of Education. The school and board documents would have been written
in harmony with the Province of Ontario, Ministry of Education Visual Art Guidelines.
(Ministry of Education, 1985)

The teacher, in site one, is a seasoned instructor who has been teaching visual art
in a high school setting for twenty three years. He graduated from university with a
Bachelor of Arts in art history and studio arts. He has taught both visual and integrated
arts and has been head of an arts department for twelve years. The Visual Art Program at
this school consists primarily of comprehensive visual arts course offerings for each
grade at the general and advanced leveis. The school also offers integrated arts and

photography as special series! courses in grades eleven and twelve.

1 Special Series courses are courses that are taught with a narrowly focused curriculum concentrating on a
single program area (i.e. Photography, Painting, Printmaking, Art History, etc.).
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Presenting the data
Art History: Site 1

Introduction

The site 1 student group consisted of a grade ten comprehensive visual art class.
Impressionism was the focus of the art history viewing activity observed. This session
was part of the art history component of the grade ten curriculum at this school.

Above the black board the teacher had mounted several reproductions of
Impressionist paintings. As they were attached to the wall, well out of reach, it appeared
that they would be displayed for a time longer than the art history session of that day. The
teacher directed each student to collect an art history textbook that was to be referenced
during the session.

As the class began the teacher spent a great deal of time setting the students in
particular places so they could participate in the activity. He directed students by making

?? &&

comments like, “you folks come over here if you can,” “can you girls slide along a little
bit,” “you’re all right there on these sides.” Throughout these directions the teacher was
pointing at particular students to ensure that each student was in the place that he thought
best for the activity.

This activity did not appear to be a common event in this class as it took a great
deal of direction to set up the class before the session could begin. The students were
organized at tables and chairs in a horse shoe around two projectors, all facing the front
of the room where the projector screen was located so they could easily see the projected
images as well as be able to communicate with each other during the class.

The teacher began the session by stating that they were going to "do some art

appreciation.” He made a point of making a distinction between what they would do and

what the students thought doing art history meant. He stated,
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T: art appreciation, not to mean that it does not have any historical content
because we are going to get into a little more historical content today, but
we are approaching this from one of the elements of design.

As they viewed the works during this session he asked the students to remember
some of the things they had discussed during their last studio assignment. He suggested
they would approach this viewing art session by focusing on one of the elements of
design which was also a focus in their practical work. He stated,

T: what is one element of design that we’ve been trying to nail down and use.
S: colour.

T: yes, we are focusing on that in our practical work and we are [now]
focusing on that in our study of art appreciation.

During his introductory comments the teacher identified the process and goals of

the session. He stated,

T: On page 363, turn to there because that’s going to form the basis for our
little discussion here today. What we are going to do is read on this page
and we’re going to hear about certain artists. We’re going to hear the
names of artists that came before the Impressionists and I want us to take a
look after we’ve read, at some slides of that particular artist and see if we
can come to grips with what we were reading. We’re not going to read
pages and pages here today. We’re going to make sure we understand the
page we read. Okay? That’s my approach.

During the introduction the teacher also explained that the students should be
making notes on a review sheet during the session. He stated,
T: On your sheet we’re going to be looking out for things like, what were the
Impressionists’ subject matter, or what can we say about their style? Who
were some of the artists involved, and when it comes to the time frame
before and it’s a fairly broad time frame, I want to talk especially about
immediately before, we’re going to look at subject matter and style that
were prevalent and some of the artists involved.
By giving this type of instruction the teacher set the ground rules for the art
viewing session. The students would spend the rest of the session reading aloud, in turn,

from the text book, looking at reproductions in the book or from projected slides that

would relate to the text that they were reading, and make notes on the review sheet.
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Dialogue Content

During the Art history session for site one, 48.1% of the total classroom dialogue
consisted of presenting general information and art education discussion, 24% consisted
of making assertions about the works of art being viewed, and 28% consisted of talking
about the context associated with the works (see fig.2).

As part of the general information category of related discussion 4.8% of the total
classroom discussion concerned itself with classroom set up, 18.2% with the process of
viewing art, and 2% dealing with other types of general discussion.

The 4.8% percent of total classroom discussion, dealing with classroom set up
included direction such as, (Teacher)“first of all let me get you to move around here
because we’re going to be looking at slides today,” and “I’d like us to move for
discussion sake more than the slides,” indicating that he was interested in setting the class
up in a particular way to facilitate both discussion and slide viewing, with a particular
interest in the discussion part of the session.

Included in the general related discussion, 18.2% of the total classroom dialogue
was involved with the process of viewing art, which represented primarily directions
from the teacher to assist in making the viewing art activity a smooth and worthwhile
process. As part of the general information category of art education discussion, 1% of
the total classroom dialogue concerned itself with art criticism, 1.7% with aesthetics,
1.3% with art studio, .6% with discussion of societal or cultural issues not directly related
to the works of art being viewed , and 18.2% with general art history discussion (see
fig.2).

Of the total classroom dialogue, 18.2% consisting of general art history discussion
represented the largest portion of dialogue in the general art education category of
dialogue (see fig. 2). The discussion in this category concerned itself with some of the
general activities of Impressionists without specifically talking about, or relating the

conversation to any works of art in particular. While many of the comments might have
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classroom dialogue for site 1 viewing art history session.




been explored through observation of specific works of art the teacher allowed the text to
carry the information of the intended instruction. The teacher, or students, read or made
statements like, "all the Impressionist painters began painting with interesting natural
colour in landscapes which were painted outdoors. As they painted outdoors they soon
realized that the colour and light had a tremendous effect on the colour of the object that
they were painting. The colour of the atmosphere changed the appearance of the object in
front of them at different times of the day.”

Through this category of discussion the teacher located the Impressionists within
a stylistic evolution. He stated," all the Impressionist painters began as Realists.” and then
proceeded to describe, and discuss, what the Realists were like stylistically. During the
introduction to the art viewing activity, several artists were mentioned without any direct
illusion to any particular works of art. For example, the teacher stated,

now it mentioned two artists. It says Corbet and Corot painted people and

things as solid coloured objects. Now it didn’t mean it was just going to

be one colour, but there’s not the same transparency that you’re going to

see later of colour laid upon colour that you’ll see in the Impressionists.

Twenty four percent of the total classroom dialogue consisted of making specific
assertions about the works of art being viewed. That 24% was divided almost equally
between description and interpretation of the works being presented. As part of the
assertions about the works of art being viewed through description, 11.9% of the total
classroom dialogue consisted of participants describing what they saw in the works.

When the teacher or students were describing works of art they typically talked
about things they saw and spent none of the dialogue talking about any kind of thought
processes, metaphors, or symbols contained within the works. Through their description
they often identified and described objects and things represented in the paintings.

T: What is this?

S: A pond.

Ss: A pond maybe.

T: A pond. Anybody else have any ideas besides a pond?
Ss: A cliff.

T: A cliff, okay. Any others?
Ss: Lily pads.
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Throughout the description phases of the dialogue, the teacher at times refered

back to studio instruction explored in previous classes or to general studio related
discussion.

T: you could see there’s a strong source of light coming from the left and you

can see how that light affects colour in the background as compared to the

foreground which is in shadow,

We normally think of, when we’re trying to create depth with colour, as

the brighter colour being what? If I want to create some depth in a painting

where would I normally put the brighter colours?

Front?

The front, yes, okay, near the front. In this case the brighter colours are

where?

Ss: In the background.

T: Background. Interesting isn’t it? He’s playing around with that concept.
Again you can see a strong light source and that would be natural light
coming from a window.

Approximately 12% of the total classroom dialogue dealt with assertions about
the interpretation of works as objects of expression. The language used in this category of
dialogue consisted of general expressive terms relating to the paintings as well specific
discussion that was intended to analyze the expressive nature of particular parts of the
works.

T: And it’s kind of romantic as well. Kind of looks like a nice thing to do.

intr’l g’not trees and people and lily pads so much. It’s the colour and the way

light hits and so that becomes the subject. Right? Colour and light and the

effects of light on colour.

In the dialogue there were no summative evaluation statements and very few
formative evaluation statements made. The closest move to making any type of
evaluative comments can be seen in statements where, when talking about a portrait and
speaking of its mood, the teacher asks, “Doesn’t it look weird to have a green line going

down the middle of your face? There’s some background green, isn’t there, in there, and

it’s part of an impression of a shadow. Look how garish the colours are.” Although
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statements like these have some aspect of formative evaluation implied, they remain
closer to statements of expression than to evaluation or judgment.

Twenty eight percent of the total classroom dialogue was concerned with
discussing the context associated with the works of art. That context discussion included
6.1% of the total dialogue dealing with basic biography of the artists being discussed,
3.1% dealing with the society or style in which the works were created, and 2.1%
consisting of comments about the artists’ artistic community (see fig.2). Typical dialogue
in this category included interchanges like:

T: Do you remember our discussion the other day of who’s paying the artist?
Do you remember the progression?

The church and the rich.

Church and people who had some money. Who’s going to pay for a
painting like this?

Nobody. Nobody wants to buy it.

Like there’s not an immediate guarantee that somebody’s going to buy a
painting like this. These people in the painting probably

Couldn’t afford it.

Good for you. They couldn’t afford it.

As part of the art historical context of the works 12.2% of the total classroom
dialogue dealt with the artistic style in which the paintings were created, 0.8% with the
chronology of the works relative to the historical or stylistic timeline and 4% with the
assignment or artistic problems that the artists had set for themselves (see fig.2).

The artistic style category of information dealt directly with assigning paintings or
works of art to particular styles or artists within a style. Typical dialogue in this category
included comments about artists like Winslow Homer, Corbet, Corot, and included
dialogue like:

T: If you take a look at the painting down at the bottom of page 351 there’s a
picture of The Gleaners by Millet there. Take a look at the Winslow

Homer as well. We are getting into American Realism now.

This type of conversation also dealt with assigning artistic styles to individual

artists. For example, the teacher stated;
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T: We looked at Vermeer.

Would he not be under Impressionism?

T: No Vermmeer is not considered to be Impressionist. What were we saying
about Vermeer, Delaquoix and Reubens?

@

There were also statements cueing students to see if they knew which paintings

belonged to specific artists. The teacher asks;

T: Here’s another Impressionist artist. Anybody know who has done this?
Van Gogh.

No, not Van Gogh.

Degas.

Yes

Reae

This category of dialogue also included statements identifying characteristics of
specific artistic styles. For example, "the Impressionists wanted to express an
instantaneous impression, not a detailed analysis."

Four percent of the total classroom dialogue consisted of context associated with
the work of art as an assignment, meaning the assignment of the artists. The assignment
in this category refers to artistic problems the artist solved through their work. A typical
comment in this category consisted of conversation like:

T: No realism meant that the artist would go out, and this doesn’t seem to us
now in this day and age, but it was a little stranger then to go out and paint

just the regular, everyday, common day worker, gleaners in the field in a
bit of a romantic way.

Dialogue Sequence

The instructional profile of the teacher combines the content quantities of
classroom dialogue and the sequence in which it was discussed. During the class session
dialogue occurred either relative to general instructions or to particular art works being
observed by the students and teacher. To facilitate analysis, site 1 Art history session

conversation was divided into 30 dialogue segments (see fig.3), each representing a

-
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sequence of related dialogue. Related dialogue here means that the comments referred to
a single work of art or were related to a single theme or topic.

The dialogue for this session consisted of 3 segments where no works of art were
shown, 16 where one work of art was viewed, 2 with two works, and 9 where several
works were viewed associated with related dialogue.

In Site 1 Art history, the introduction represented by segment 1 comments,
accounted for 20% of the entire class dialogue (see fig.3, segment 1). During this
introduction there were no illustrations, photographs, or art works being observed by the
class.

During the introduction the teacher had the students read about Impressionism.
They read about when it started, who the key artists in the movement were, and the kind
of work they did before they became Impressionists. As the introduction concluded the
students were directed by the teacher to view a set of reproductions from the text book;

T: Let’s just flip back to page 350. They’re referring to some of the work

that we’re going to see in the pages from 350 on. Here I want us to go

through and take a look at what we meant by realists. If you take a look at

the painting down at the bottom of page 351 there’s a picture of The

Gleaners by Millet.

At this point in the viewing session the teacher began to speak about individual
paintings. In the first painting, "The Gleaners", by Millet, the entire dialogue consisted of
contextual information (fig.3, segment 3). No specific observations were made about the
painting. The teacher commented on things such as, “Do you remember in our discussion
the other day of who’s paying the artist, do you remember the progression?’ The student
responds, “The church and the rich.”

The dialogue associated with the next painting (fig.3, segment 4) consisted
primarily of contextual information with three comments about the painting related to its
visual aspects. Two non contextual statements directly related to the painting had to do
with interpretation of the represented images. The teacher stated, “Either it’s his teacher

or it could be a teacher at the academy. And here’s an artist who’s getting some advice
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from one of their teachers.” All of the other information associated with this painting
dealt with the way academies operated at the time the painting was done.

A Winslow Homer painting (fig. 3, segment 6), was associated with the most
dialogue of any single painting in the entire session. Teacher directed the students to
"take a look at the Winslow Homer" and stated, “We’re getting into American Realism
here now, with the boys in the boat there called Breezing Up.” In the entire 37 dialogue
units associated with this painting, only one unit was directly related to description of the
piece. Three others were about the expressive quality of the work. The remainder of the
dialogue in segment 6 was general in nature, having nothing to do directly with the work.

At several points during the viewing art session, the teacher looked at a variety of
art works during a single block of discussion. Out of a total of 30 dialogue segments, 9
represented times when the teacher talked about a variety of works. During these
segments the discussion was directed at having the students attend to things that could be
associated with the paintings as a group and that illustrated the information previously
read out of the text. Occasionally during these segments, although several works of art
were shown to the class, there were no specific comments about the works themselves
offered as part of the discussion (see fig.3, segments 2, 9, 13).

The set of individual dialogue segments for site 1 Art History session could be
characterized as being inconsistent in content and irregular in length (see fig.3). The
segments associated with discussion of actual works of art ranged from 5 dialogue units
(fig.3, segment 5) to 54 dialogue units (fig.3, segment 21) in length.

The dialogue content included in the segments associated with viewing samples of
art were inconsistent. With some works only contextual comments were offered (i.e.
fig.3, segments 3, 12, 20.), with others only general (fig.3, segments 2, 9, 15.), and while

the remainder consisted of a combination of general, contextual, and assertive statements.

57



Representative Dialogue

length discussion segments which meant there were no dialogue sequences that would
represent a rypical engagement with a work of art. Due to this inconsistency and
irregularity I have included a sample transcription that documents conversation associated
with the viewing of a series of works. The following transcription includes the dialogue
represented by Segments "10" through "16" of the content sequence graph for site 1 Art
History (fig. 3). These segments do not cover the general instruction that occurred during

the introduction, but do provide a representative sampling of assertive, contextual and

This session has been characterized as having inconsistent content and irregular

general comments associated with the actual viewing of works.

T:

They had colours reflecting into other colours. Right? And we’ve talked
about reflective colour in class a lot. Okay, so what’s, the opening
statement here was all the elements of Impressionism existed prior to
1860. We saw on our sheet that I gave you that we’re talking, when we
talk Impressionism, about 1860s to 1880s, early 1880s, and prior to that
the elements that we expect to see in Impressionism preexisted but not
brought together in the same way that the Impressionists seemed to bring
it together. So the idea of reflected colour, colour coming from
somewhere else is not new and they’re suggesting that we can see it in the
works of Vermeer,

(segment 10 begins. fig.3) (slide change)

I’ve got a few Vermeers here.

Unfortunately this first one is a poor reproduction in terms of colour, but
one thing you can see is the interest in light and the way light influenced
colour, can’t you?

(slide change)

Vermeer, there again, we’re in, you know, another room sort of taking a
little peek into somebody else’s world in the far room. You can see
there’s a strong source of light coming from the left and you can see how
that light effects colour in the background as compared to the foreground
which is in shadow. Okay? We normally think of, when we’re trying to
create depth with colour, as the brighter colours being what? If I want to
create some depth in a painting where would I normally put the brighter
colours? Ican’thear. Ithink I heard it right. Who said it?

Front

The front, yes. Okay? Near the front. In this case the brighter colours are
where?

In the background.

Background. Interesting isn’t it. He’s playing around with that concept.
Again you can see a strong source of light, and that would be natural light
coming from a window.
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(slide change) (segment 11 begins. fig.3)

Now the next person they mention is Reubens. Okay, and keep in mind
what they’ve said about these guys that there is an interest in reflected
colour.

(slide change) (slide change)

So if you look at some of these, it would be great if we had a bigger
version of it, here. What kind of colour do you see down here that you
might attribute to being reflected colour?

Blue

The blue right? If we were painting this little pedestal what would we
normally think to paint it?

Grey

Grey, right. It would probably look more grey, but he’s picked up some
colour from other parts of the painting and thrown it in to what we would
normally call grey and so on.

(slide change) (segment 12 begins. fig.3)

Delacroix was somebody else we mentioned. Oops. (Projector noise)
Wrong slide. (slide orientation change) You know why I thought that
was wrong the first time? You probably don’t know why I think it’s in the
right way now. That’s not Delacroix.

(slide change) Okay, we’ve moved on here now. Okay? Before we leave

those three names that were mentioned to us. What were they again?

S & T: Vermeer, Reubens, and Delacroix.

T:

S:
T:

And what had they dealt with before that was not totally new when the
Impressionists came along?

Reflected colour

Reflected colour and how light would effect colours and effect the mood

of a painting as well.

(slide change) (segment 13 begins. fig.3)

Okay now, when we get over to that paragraph that says, artists approach
the problem in different ways and the Impressionists were never united as
a cohesive group either in style or in their approach to painting, yet their
subject matter was?

S: Colour
T:

Colour and light, not! Joey, what’s it say? Top of the second column
there, they’re talking about the Impressionists now and their subject matter
was not?

S: People and trees
T:

Not people and trees. Okay. It was colour and light. Do we still
recognize their paintings? I’ve got some along the front.

(reproduction change. five Impressionist works presented above the

blackboard)
Is there anything you don’t recognize up there? Some of those belong to
the Impressionists. We recognize them, don’t we?
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(reproduction change) (segment 14 begins. fig.3)

S:
T:

This first one I was giving you might not be so recognizable. What is
this? Anybody know.

A pond

You say what?

A pond maybe.

A pond.

Anybody else have any ideas besides a pond?

A cliff?

A cliff. Okay? Any others?

Lily pads

Lily what? Lily pads? Well, by golly, it’s called Water Lilies. You’re
absolutely right. You’re absolutely right. How do you get water lilies out
of that? For some of you who didn’t see that, do you see it now first of
all? It’s not very precise, is it? It’s not very defined. In view of what we
just said, the subject is not trees and people or, I mean is that all he meant
there? Is that all he meant there? It’s not trees and people and lily pads so
much, it’s the colour and the way light hits, and so that’s become the
subject. Right? Isn’t that interesting how we made that progression from
realism where there’s this very definite attention to detail and making sure
it’s very well defined, to the Impressionists. Can’t you see how they are
revolutionary? Can’t you see how people who are, you know, so used to
this sort of training of the classics and what’s come before, they’re used to
what’s come before, they’re studying in the academy, they’re getting their
training from professors who are sort of in the traditional way and have
been for years and years and years and then along come these guys and
say, what do you think of this? Guess how many paintings they sold?
None.

Not very many for a long time.

(reproduction in text change) (segment 15 begins. fig.3)

And we get into post Impressionism here with somebody like Vincent Van
Gogh and he had to have a brother who supported him. His brother was a
doctor and you know, these paintings today are worth millions and
millions of dollars now that people realize where this thing was heading,
and yet then they were rejected out of hand.

(reproduction in text change) (segment 16 begins. fig.3)

I want to show you a few more Impressionist pieces now. Okay? And I
want you to try and pick up some of the names. Now you’re not going to
read there, you’re going to take a look at the slides here. (Teacher directs
the students to look up from the text and pay attention to the projected
image) (slide change)

This is the same artist, Monet, who did the water lilies. By the way, the
term Impressionism, you’ll see I gave a little note there, was a put down
initially, and it was based on when they had their showing of some of their
work Monet had a painting called Impressions of a Sunrise, I believe it
was. Impressions of a Sunrise ... Sunrise or Impressions of a Sunrise.
And on the basis of that some critic, well renowned critic, criticized the
show saying that, you know, these people were Impressionists, whereas he
wanted them to be Realists. All right? So it was intended to be a put
down and now, of course, it’s no longer a put down. But you can see here
how the, Monet still did recognizable subject matter, but nevertheless in a
very painterly style. (slide change) (segment 17 begins. fig.3)
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Discussion and Interpretation of the data
Art History : Site 1

Answering the Research Questions
What is the content and process of teacher directed dialogue during viewing
sessions about historical works of art for site 1 ?
What implicit frameworks, goals, and knowledge about viewing art activities are
evident through the dialogue and process? In essence, what are the reasons for providing

this session for students in site 1 Art History ?

Introduction

During the introduction for this session the teacher made comments that indicated
the goals and process for the activity. His goal was to help the students understand what
they were reading. Works of art were referenced to help with that understanding. Through
this session the students would learn about the Impressionists and about the styles that
influenced the movement. The dialogue path of the session was dictated by the textbook
reading.

T: On page 363, turn to there because that’s going to form the basis for our

little discussion here today. What we are going to do is read on this page

and we’re going to hear about certain artists. We’re going to hear the

names of artists that came before the Impressionists.

The items for discussion were provided by the teacher in advance of the actual
viewing of work. Student attention would be controlled by a set of expected observations
that would add particular types of information to the lesson content. The dialogue content
of the session was determined by an advance list of important points for the class to look
for.

T: On your sheet we’re going to be looking out for things like, what were the

Impressionists’ subject matter, or what can we say about their style? Who
were some of the artists involved, and when it comes to the time frame
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before and it’s a fairly broad time frame, I want to talk especially about
immediately before, we’re going to look at subject matter and style that
were prevalent and some of the artists involved.

Distilled from the introduction, the teachers goal for this session was to

teach about a particular art style including typical subject matter, stylistic

indicators, key artists, historical context, and stylistic evolution.

Dialogue Content

One assumption of content analysis is that, what ever is spoken of most often in a
given text is what the text is about (Berelson, 1970). For this session the largest quantity
of dialogue consisted of general art education instruction in art history ! and art history
context associated with connecting the works with a particular style of art 2 (see fig.2).
Relying on this assumption as the central criteria to analyze the content data, this session
could be characterized as having the purpose of teaching about an historical art style.
These content concentrations are consistent with the purposes stated in the introduction.

The emphasis of dialogue in the general art education category of art history
indicated that the largest amount of conversation was concerned with teaching general art
history content with no connection to particular works of art. When specific works of art
were referenced, the conversation consisted of comments split between assertions and
context content statements (see fig.2). When context statements were made they consisted
primarily of statements connecting the works to Impressionism as an artistic style. This
concentration supports the proposition that this session had the goal of teaching about an
artistic style as its main focus.

In this session, with a goal of teaching about an artistic style, the smallest quantity

of statements assigned to the three main category divisions consisted of direct assertions

1 accounting for 18.2% of total classroom dialogue.
2 accounting for 12.2% of total classroom dialogue.
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about the works being viewed. This showing, relative to the other two main categories,
might suggest that understanding or interpreting the actual works was secondary to the art

history and historical context teaching agenda.

Dialogue Sequence

This session consisted of viewing some works of art associated with assertive
statements, some with contextual statements, some with general statements, and some
with a combination of dialogue content types. In this session there was no apparent
regular process for engaging works of art. The inconsistency of content suggests that
different types of things were said about individual paintings, and for some images,
nothing was said about the actual works themselves. Displaying works of art while
making no direct statements about them indicates a limited integration of those works
into the conversation. The works during these segments might be seen as background to
the dialogue. The findings for this site might indicate that several works of art during this
session were used to supplement conversation rather than stimulate dialogue.

The inconsistency of content when talking about works of art seemed to suggest
the main goal of the session was being realized through information contained in the
dialogue not necessarily associated with the works being viewed. The fact that some
segments involved the viewing of several paintings with no specific reference to the
works further supports the suggestion that the works of art played an ancillary role to the

lecture during the session (see fig.3, segments 2, 9, 13).

Representative Dialogue
The transcript cited for this session included the range of interaction types
engaged by this group when talking about art. The session consisted of an extended first

segment where the teacher and students read from a prepared text followed by the
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viewing and talking about several sample works of art. The cited dialogue represents
discussion associated with viewing more than sixteen separate works.

As segment "9" ends the teacher reminds the class what they have just read from
the text followed by the dialogue from segment "10" which was associated with viewing
two works by Vermeer. The associated comments directed the class to observe the sample
works to notice the presence of reflected colour in this work which the text suggested
existed prior to the work of the Impressionists. The statements associated with viewing
work revealed the use of the art to illustrate the points made in the text.

T: So the idea of reflected colour, colour coming from somewhere else is not
new and they’re suggesting that we can see it in the works of Vermeer.

(segment 10 begins. fig.3) (slide change)

I’ve got a few Vermeers here...

one thing you can see is the interest in light and the way light influenced

colour, can’t you?

The statements made about actual works during this session were directed
primarily at illustrating points made through the lesson text. When introducing the three
works from segment "11" the teacher prefaced the showing by reminding the class to
"keep in mind"” what was said about "reflected colour.” When viewing the images, the
students were asked to look for reflected colour illustrated in the works. Notwithstanding
the many visual and expressive qualities that might have been discussed about the
projected work, the teacher was interested in focusing student attention on the singular
point of reflected colour, which was one main concept of the instruction.

T: What kind of colour do you see down here that you might attribute to

being reflected colour?

In segments "13" and "15" there were few comments made about the works of art
being displayed. During the conversation the teacher continued to teach about general
ideas connected with the Impressionists and used the art as background to his comments.

As seen in the transcribed portion of the text, student responses were very short,

most consisting of one or two words. The depth of student understanding was not
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discernible from the responses, due to their brevity. The nature of the student responses
were simple and appeared to be used by the teacher to monitor the students attention to
the points raised through the lesson presentation.

Segment "14" illustrates the type of direct assertions made about works used in
this class. This dialogue further reveals the use of work to illustrate concepts from the
lesson material. Although in this segment direct statements were made about a Monet
painting of water lilies, they were made to illustrate the point that objects of Impressionist

subject matter were recognizable even though their subject was colour and light.

Concluding thoughts on Site 1 Art History

The dialogue constituting site 1 Art History seemed to be influenced primarily by
the readings from a textbook. Following segments of reading the teacher would interject
some explanatory statements and then look at a reproduction or slide to reinforce or
illustrate the text. The term "to illustrate,” as used here, refers to a picture serving to
explain or decorate a text or dialogue.

One might consider this type of class process, where the teacher provides all of
the substantive information, a lecture rather than a dialogue or exploration. This type of
session has the potential of offering the students historical, contextual, and visual
information about an artistic style. This session employed works of art to supplement the
class dialogue by illustrating the points made in the lecture of the class.

Statements connecting the lecture information with visual works of art, and with
the students studio activities also had the potential of validating the assignments given in
the studio portion of their course. It may also have the potential of motivating the
students to take the assigned tasks of their studio projects more seriously. The logic of the
process seemed to be; these are famous artists; look at what they were trying to
accomplish with their work; this is what we have been exploring in our studio

assignments; what we do in studio is a worthwhile endeavor.
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I would characterize the goal of this session as teaching about art with a purpose
of studying an historical art style. With this purpose shaping the process of the class, talk
centered on information presented in a lecture. Questions and comments were directed
mostly at concepts presented in the lesson

With this goal conditioning the integration of art works into an art viewing
activity, classroom discussion used works of art to illustrate points of a lesson. The
dialogue and specific works were generally related but the words of the conversation
illuminated the text more than the given works. Few questions and direct statements
about specific works of art were part of the class interaction. General statements about the

works were offered to establish the illustrative connection.

66



Presenting the data
Art Critique: Site 1

Introduction

The site 1 Art Critique session was held as a small group critique involving three
students from the grade 10 comprehensive visual art class and the teacher. This critique
was carried out during the last part of a studio class to review the accomplishments of the
project the students had recently completed. Through this assignment they had explored
some aspects of the use of colour as an expressive element. The session lasted about
fifteen minutes.

Before the critique session began, the teacher moved to the front of the room and
covered an area of the black board with white card to create a display area on which the
student works could be presented. Once the viewing area had been prepared, each of the
three students brought their work to the teacher who placed it on the white display area.
He carefully placed each work on the board, stood back, paused, considered the
arrangement and moved back to the display to adjust the placement of each piece. At one
point he removed all three works and rearranged the display. The participating students
were seated on chairs placed in a semicircle in front of the displayed works to begin the
critique. In addition to these four active participants there were three or four students
from the class who, at times, stood behind the small focus group and listened to the
conversation.

During the critique of the three students’ works the rest of the class continued
with another art assignment. Having only three students look at their work gave the
teacher an opportunity to focus carefully on those products and an intimate critique
session resulted.

The teacher began the session by discussing the requirements of the assignment

that had been given. This linked the discussion they would engage with those
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requirements. As he began the introduction he stated, “Okay, in our art appreciation
lesson on the Impressionists, you will recall that the Impressionists were considered the
fathers of Modern Art.” He described, in brief terms, some of what the Impressionists had
been trying to accomplish through their work and their place in the evolution of Modem
Art. He suggested the Impressionists "had started a ball rolling" that led eventually to
total abstraction.

T: They took recognizable subjects, landscapes, still lifes, and interpreted

them differently than they had been interpreted before... Even now, in

class, I hear people say, well that looks good. Itlooks very realistic, and

that was the ultimate goal for the painters and artists up to the time of the

Impressionists to make it look realistic. And then the Impressionists came

along and they wanted to capture the effects of light on colour and so they

started painting outside which hadn’t been done before.

The connection between the analysis of their creative works and the Impressionist
painters was made even more explicit when the teacher reminded the group they had
discussed this before. As the teacher made the suggestion he pointed to some
reproductions of Impressionist paintings that were displayed above the black board and
stated,

T: We saw that the grass was not just green, we saw that the sky was not just

blue, we saw that the water was not just blue, and so the question came up

where do these other colours come from? And we’ve talked about that

during this assignment.

There was some apparent suggestion that the students not only refer to the artistic
characteristics of Impressionism when they talked about their personal work, but they
were directed to use those characteristics as reference points to guide their observations
and discussion. He began viewing actual works by pointing to one of the reproductions of
Impressionist paintings displayed above the black board stating, “We’ll take a look up

here first and then we’ll take a look at your work to see whether these things are

happening, okay?”’
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Throughout the critique the teacher talked about several issues including the
expressive effect of or the creating of mood by using various colours. They discussed the
actual process students used in mixing colours on the canvas to allow viewers' eyes to
create colour through visual mixing. By the end of the critique session the teacher had
placed four main points on the black board for the students to review relative to the studio
projects they had completed. They included using colour reflected from other objects,
being aware of colour from different light sources, the use of colour to create a mood in
the painting and the use of visual mixing of colours as a studio strategy. The session
consisted of the teacher commenting on visual aspects of the Impressionist reproductions,

and the group identifying those aspects in their work.

Dialogue Content

During the Art critique session for site one, 49.3% of the total classroom dialogue
consisted of presenting general information and art education discussion, 43.6% consisted
of making assertions about the works of art being viewed, and 7.9% consisted of talking
about the context associated with the works (see fig.4).

As a minor part of the general information category of related discussion, class set
up was discussed. This category of dialogue represented 0.7% of the total dialogue, and
included comments like,

T: So I want to first of all refresh our memory about the things that we have

done. We’ll take a look first up there [pointing to the reproductions, the

Impressionist works displayed above the black board] and then we’ll take

a look at your work and see whether these things are happening.

Included in the general related discussion, 14.0% of the total classroom dialogue
was involved with the process of viewing art, which represented directions from the
teacher to assist in making the viewing art activity a smooth and worthwhile process.

In the art education general category, 26.4% of the total dialogue consisted of

statements about studio processes that were associated with the project that the students
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had completed. However none was directed toward any specific works. Six percent of the
conversation dealt with general art history about the Impressionists. Other category areas
of art criticism, aesthetics, and cultural associations were dealt with in a very minimal
way or not at all.

The second main category of dialogue consisted of assertions about the art works
being viewed. When assertions were made about the work, 23% involved description of
what they saw, 17% regarded interpretation, and 2.7% involved some kind of an
evaluative statements concerning the work. Of the 23% of description, most of the
conversation dealt with what the students saw in the works.

As part of the 17% interpretation of the work category, 11% dealt with the art
works as expressive objects with the remaining 5.5% dealing with the works as part of a
class assignment . All of the 2.7% evaluation dialogue was formative in nature.

During this critique a very small portion of the dialogue was associated with
contextual information associated with the works. Approximately seven percent of the
total dialogue dealt with context and consisted mostly of general artist information with a
very small amount, about 2% of the total dialogue, dealing with the artist intentions
associated with the creation of the specific works.

In the second part of general information, the bulk of the discussion centered on
reminding the students of the actual studio process and assignment they had been given.
This category of discussion typically included dialogue like:

T: Tone plays a large part in making things look three dimensional. What do
we need to do with the tone in order to make something look three
dimensional?

S: Colours,

Ss: Colours and tones

T: Different colours of tone. So when it comes to making something look
three dimensional, what’s critical about tone?

S: Your lights and darks,

Ss: How about shadows

Ss: Highlights.

T: Okay, highlights. What did we say about this range of tone in order to

have it look really three dimensional? What did we say about the range of
tone?
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Further comments in this category dealt with specific studio processes, like

mixing colours.

T: Remember when we talked about lightening up a tone? Do we just add
white?

S: Water?

Ss: Water or maybe an opposite colour.

T: Okay, sometimes we add the opposite colour to lessen the intensity of the

colour, right. Remember we talked about adding white. We said if we had

a light that you determined was more yellow than white light, then you

wouldn’t just add white, would you? You would add,

Yellow.

A little bit of yellow and if the light is candle light and it’s a little more

orange,

Then some yellow and red.

Then some yellow and red in with your white to lighten things up. Right?

The general art history discussion which consisted of 6.2% of the total classroom
dialogue focused on the style and place of Impressionist painters. The teacher made
introductory statements like:

T: Okay, in our art appreciation lessons on the Impressionists, you will recall

that the Impressionists were considered the fathers of Modern art. They

started a ball rolling that led eventually to total abstraction. They took

recognizable subjects, landscapes, still lifes, and interpreted them
differently than they had been interpreted before. And that was sort of the
ultimate goal for painters and artists up to the time of the Impressionists to

make it realistic.

In the second main category of information which consisted of assertions made
about the art works being viewed, the main body of dialogue included specific assertions
about what the students and teacher actually saw going on in the work. The 43.5% of
total classroom dialogue in the assertion category consisted of 23.5% description of what
was seen, 11.7% involving interpreting what they saw as a form of Modernism, 5.6%

talking about studio processes associated with their assignment, and a very small amount,

at the, end dealing with formative evaluation statements (see fig.4).
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In describing the art works, the students and the teacher concerned themselves
with stating what they saw represented in the works. For example, when the teacher
suggested that what the students should do is capture reflections of colour from other

objects in their work, a student speaking about her own work commented;

S: In the grey area I reflected the green of my water goblet.

T: Okay, so there’s some green in what appears as an otherwise grey mass
there’s some green in there, (the teacher points to the green in the
painting).

S : There is reflected colour from the sunflower onto the hat.

T: Is this some light yellow in here?

Ss: There is some yellow in it,

Ss: And the green from the ribbon down here. (Teacher points down to where
the student is commenting).

In the interpretation category of assertions about the work, 11.7% of the total
classroom dialogue consisted of comments analyzing the work as an object of expression.
Comments included general statements acknowledging that the work possessed some

expressive quality and detailed the aspects on which the expression relied.

S: It’s actually part of the picture and not just one thing separate, but it all
goes together.

Ss: Yes, it brings it all together.

T: Yes it pulls it all together, doesn’t it? It makes the bottle relate a little bit
better to the mass colour wise. It unifies it.

(Speakmg of another student’s work)
He’s creating a mood.

T: Mood, yes. He’s creating a mood that’s related to ice hockey. He’s
creating a mood that relates to ice hockey by keeping things cool.

The 5.6% of total dialogue consisting of comments related to analyzing the work
as part of an artistic or technical process included suggestions that would clarify studio
strategies that were used in the production of the works. This category of conversation
included dialogue like:

T: What about this business? (teacher points to a particular part of the
painting) We've talked about ingredient colours. In other words if we have
green, green is made up of...

S: Blues and yellows

T: on your stem?

S: Ilaid down blue and then I went over with yellow.
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There were very few evaluative statements made about the works during this
critique session. There were no summative comments offered and the few that were
made were formative and very general.

T: Okay, it’s not working for you yet here (pointing to a particular part in the

";',lcl)irskgé very impressive in here (points to a place on a second work).

The emphasis during this critique session was not to pass judgment. The emphasis
was focused on discussing what the students had accomplished in their paintings with
regard to visual and technical quality and, in particular, what they accomplished relative
to the assignment that was given.

The third main category of dialogue dealt with contextual information associated
with the works of art. Discussion consisted of statements outlining what had been asked
of the class and how well they accomplished or fulfilled the requirements of that
assignment. Typical dialogue included statements like: “Now we talked about not just
colour when we paint. We talked also about tone, and wanting to make things look three
dimensional. Right?” In this particular critique very little contextual information was
presented and accounted for only 7.8% of the total classroom dialogue. When it was
offered, it consisted of comments that discussed the studio process that was part of the
creation of the work. In addition to the process related context dialogue, 2.8% of the

dialogue consisted of discussion regarding the intentions of the students.

Dialogue Sequence

The dialogue sequence chart (fig.5), represents the conversation of site 1 art
critique in 10 dialogue segments. Of those 10, two segments represented times where no
art was being viewed by the students (segments 1 & 6, fig.5). This non illustrated class
conversation was divided into two separate discussion times, one at the very beginning,

and one in the middle of the session. Following each of these segments where no art
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examples were being viewed, there were four small segments of discussion where a
student or historical work was being analyzed.

The class dialogue sequence included general instruction first, followed by four
segments dealing directly with assertions about works. The first of those segments dealt
with one of the reproductions, or historical works that were displayed over the blackboard
(segment 2, fig.5), with the following three segments looking at the student works. At
times when student works were being viewed the dialogue consisted of both assertions
and contextual information about the work directed at exposing parallels of specific
artistic qualities between the student works and the historical model.

The second set of general instructions (segment 6, fig.5) was similar to the
dialogue of segment one in that it dealt with general artistic qualities of an Impressionist
painting. Following this second segment of general instructions the teacher again turned
to the student works and asked if the specific artistic qualities identified in the
Impressionist painting, had been realized in their works.

The set of individual dialogue segments for site 1 Art Critique session could be
characterized as being consistent in content and regular in length. (see fig.5). This
indicated that approximately the same amount of time was spent considering each work
and that the same types of information were discussed about each student work. The
session form consisted of an introduction of general ideas followed by specific dialogue
related to four works of art, each occupying approximately the same amount of time, and
the same type of content. This sequence of activity repeated itself twice during the
session. The relative consistency of content and regularity of length dialogue segments
when discussing actual works of art might suggest that each work was considered

individually by the group.
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Representative Dialogue

This session was characterized as having relatively consistent content and regular
length dialogue segments when talking about actual works of art. I have included a
sample transcription that documents conversation associated with the introduction of the
session where no images were presented as well as the initial set of viewing of student
work segments. The following transcription includes the dialogue represented by
Segments 1 through 5 of the content sequence chart for site 1 Art Critique (fig.5) These
segments offer a representative vignette of the session. A similar course of dialogue

followed in the second half of the session.

( No image , segment 1 begins. fig. 6)

T: Okay, in our art appreciation lesson on the impressionists, you will recall
that the impressionists were considered the fathers of modern art. They
started a ball rolling that led eventually to total abstraction. You don't
recall (laughter). That's all right. I'm refreshing your memory, that's what
I'm doing. Okay? They took recognizable subjects, landscapes, still lifes,
and interpreted them differently than they had been interpreted before.
Even now, in class, I hear people say wow, that looks good, it looks very
realistic. And that was sort of the ultimate goal for painters and artists up
to the impressionists. To make it look realistic. And if you go back to
some of the earlier Dutch paintings, you know, you can't see any brush
strokes, very realistic, reflective surfaces look so real, you know, you think
you could drink out of goblets an stuff like that, and we as art students, we
all say, wow, is that ever realistic. But then the impressionists come along
and they want to capture the effects of light on colour and so they start
painting outside and they try to capture the effects of that light as it effects
colour at a certain time of day. So it changes from one time of day to
another. Colours change as a result.

T: When we discussed this before we took a look at slides,

(Image introduction, segment 2 begins. fig.5)

T: but we also looked at some of these paintings that are up here, these
reproductions.(teacher points out reproductions of Impressionist works
displayed above the blackboard and comments on some previously
discussed qualities) We saw that grass is not just green. We saw that sky
was not just blue. We saw that water was not just blue. So the question
came up, where do these other colours come from? And we've talked
about that during this assignment. So I want to, first of all, refresh our
memory about those things. As we do one, if you give me one then we're
going to look at more closely at your work. We'll take a look first up there,
and then we'll take a look at your work and see whether these things are
happening. Okay? (teacher directs students to look up at one of the
reproductions of an Impressionist painting). So, the sky is not just blue, the
trees are not just green, grass is not just green. Where are these other
colours coming from? Give me one place.
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S: Reflections from other objects.

T: Okay. Good. Reflection from another object. (teacher writes this
response on the board) All right. Were you conscious of that when you
were doing yours? Can you explain something?

(Image change, segment 3 begins. fig.5)
- This is yours here, Scott, right? (teacher moves to student work displayed.
Paintings of all three students are displayed together so the teacher and the
students can talk about each work)

S: I don't know, In the grey area I reflected the green of my water goblet.

T: Okay, so there's some green in what appears as another wise grey mass,
there's some green in there. Can you folks see that? It makes it, what's it
do to that mass colour? What's it do to the overall feeling of that colour?

S: It's actually part of the picture and not just one thing separate, but it all
goes together.

Ss: It brings it all together.

T: Yeah, it pulls it together doesn't it? It makes the bottle relate a little bit
better to the mass, colour wise. If we're looking for one of the principles of
design unity would be a principle.

(Image change, segment 4 begins. fig.5)

T: Did anybody else, Becky, did you do any reflective colour in yours?

S: From the sunflower onto the hat

T: Okay. What colour, what colour came onto the hat from the sunflower?
S: Um, the lightness, like the really light yellow.

T: Is this some light yellow in here? (points to a particular part on the

painting)

There's some yellow in it.

: Okay. Good.

And the green from the ribbon

Down here? (points)

Um hmm

: Came up into here? In some of your shadows? Okay, good. I see, don't
see some blue in your, this was otherwise a green ribbon? So you threw in
some blue in there from the hat, so it's coming back and forth? Okay,
good. Did you? (student interjects)

MR an

(Image change, segment S begins. fig.5)

S: On the wrapper there is red from the pop can.

T: (teacher moves to the next painting corresponding to the one that the
student is responding to and points) On here. So this is a wrapper. And the
red's coming from the pop bottle, or the pop can rather? Good. All right.
What was another source of colour?

S: The light bulb.

T: Yeah, the type of light source. (teacher notes the comment on the board)
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Discussion and Interpretation of the data
Art Critique: Site 1

Answering the Research Questions
What is the content and process of teacher directed dialogue during viewing
sessions about students works of art for site 1 ?
What implicit frameworks, goals, and knowledge about viewing art activities are
evident through the dialogue and process? In essence, what are the reasons for providing

this session for students in site 1 Art Critique?

Introduction

The introduction to this session suggested that the process of this art critique
would consist of observing an historical example as a model for the project the students
had recently completed. Through this activity the teacher identified artistic qualities of
the historical piece relevant to the assignment. The group explored the student projects to
see where and how those specific qualities functioned in their individual work.

T: We'll take a look first up there, and then we'll take a look at your work and

see whether these things are happening. Okay?

Above the presentation area where the three student works were displayed, there
were nine reproductions of Impressionists paintings that were used during the assignment
as models or examples for the students to refer to while they were creating their
Impressionist paintings. These same reproductions were now being used to generate
points of reference in discussing the students® works. This set-up for the critique put all
the works on display, the student works and the reproductions of Impressionist paintings.
They could then be viewed and discussed as a single collection with the historical works

used as exemplars for reviewing the student project.

79



Dialogue Content

The relative dialogue content (fig.4) presents a profile of this viewing session that
might be characterized as being shaped by a general instructional agenda, considering
that 49.3% of the class discussion consisted of general, non image related talk. This talk
was dominated by discussion of general art education issues regarding studio practices.
These practices generally related to the assignment given to the students as a required part
of their project and included talk about the assigned task, technical aspects that would
have confronted the students, and the artistic challenges that sprang from their
investigation of Impressionism.

The second largest concentration of dialogue occurred in the assertions about the
student works category (see fig.4). This talk about the student works consisted primarily
of describing what was seen in the paintings that related to the initial points made about
the assigned task. The instructional goals for this session were further revealed by the
relative quantities of dialogue in the specific assertions categories. There were more than
twice the number of statements that described the student works compared to those
directed at the expressive nature (see fig.4). This imbalance reflects the emphasis on
locating something particular in each work by describing it rather than analyzing the
actual work as an object of expression .

From the relative content quantities (fig.4) one might characterize the data as
representing a session where instruction was the goal. In this case the talk was to serve
instruction by revealing the products as illustrations of the particulars of an art
assignment. Here the student works were reviewed to identify the application of the

assigned tasks in their work.
Dialogue Sequence
The dialogue was separated into ten individual segments representing various

phases of the session (fig.5). The segments reveal that this session consisted of two
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general discussion portions where no images were viewed, both followed by a look at
each student work. The content of the segments suggest that similar types of information
were discussed for each student work. The segments representing times where art works
were being analyzed! were similar in content and length. This consistency suggests a

similar amount of time and attention was paid to each student work.

Representative Dialogue

The transcript of this session displays in more detail the process, content, and
goals of the activity. The teacher began the session by introducing aspects of
Impressionism as an artistic style. He followed the brief introduction by directing the
students' attention to one Impressionist painting displayed above the blackboard where
reflected colour, a specific artistic strategy, was used. With this artistic quality in mind
the group attended to their art pieces, one at a time, to analyze how each student had used
this particular strategy in their own work.

(segment 2, fig.5)

T: if you give me one [quality] then we're going to look at more closely at
your work. We'll take a look first up there, and then we'll take a look at
your work and see whether these things are happening. Okay? (teacher
directs students to look up at one of the reproductions of an Impressionist
painting). So, the sky is not just blue, the trees are not just green, grass is
not just green. Where are these other colours coming from? Give me one
place.

S: Reflections from other objects.

T: Okay. Good. Reflection from another object. (teacher writes this
response on the board) All right. Were you conscious of that when you
were doing yours? Can you explain something?

(Image change, segment 3 begins. fig.5)

T: This is yours here, Scott, right? (Scott proceeded to identify where
reflected colour had been used in his work)...

(Image change, segment 4 begins. fig.5)

T: Did anybody else, Becky, did you do any reflective colour in yours?...
(Becky identified where reflected colour had been used in her work)

(Image change, segment 5 begins. fig.5)

S: On the wrapper there is red from the pop can.

T: (teacher moves to the next painting corresponding to the one that the
student is commenting on and points) (the use of reflected colour in the
third painting was discussed)

1 Segments 3-5 and 8-10, figure 5.
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This representative text reveals a group exploring the presence and operation of a
single visual quality in each of the student samples. The activity could be seen as
reviewing student work to locate the realization of a preassigned studio problem. The
intention of this exploration process seemed to be to offer a summary review or closure to
the assignment.

The type of questions asked during this viewing art activity seemed to focus
student attention on specific qualities in the work. In this case we see that the questions
are very pointed; "where are these colours coming from?" or "what colour came onto the
hat from the sunflower?" The attention framework was developed outside the actual
works and imposed on the activity which had the effect of constraining student
observations. The pointed nature of the questions caused the students to look only for the
required attributes and enabled the teacher to highlight and summarize the success of the
student projects by reinforcing the things that were accomplished relative to the
assignment.

Due to the narrow scope of the questions the student responses were very short,
typically consisting of only a few words. During the entire session there were no open
ended or expanding questions that encouraged the students to visually and conceptually

explore the works beyond that which was asked.

Concluding thoughts on Site 1 Art Critique

The dialogue constituting site 1 Art Critique was related directly to the student
works being viewed but was conditioned by a preceding selective analysis of historical
models. Following the partial analysis of an example of an Impressionist painting the
teacher cued the students to look at their own work to see if the same artistic explorations

had been practiced.
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There was an indication that the students not only referred to the artistic
characteristics of Impressionism when they talked about their personal work, but they
were directed to use those characteristics as reference points to guide their observations
and discussion. The teacher listed the ideas he deemed important on the blackboard to act
as a review of their discussion. Once an idea was identified in the historical model, that
quality was located and discussed relative to each student's work.

The interest in having the students accomplish something in particular through
their works and using the critique as a way of exposing the extent to which they were able
to illustrate it in their work was reinforced up to the very end of the dialogue where the
teacher closed with the comments, “But I can see you folks starting to understand some
of this business about colour that we talked about.”

The goal of this viewing activity seemed to be to review an assignment. From this
session we can see that at times teachers and students engage in a viewing art activity to
summarize a studio activity and review the particulars of the studio assignment by
illustrating them in student works.

Through a session like this a teacher might be able to reinforce instruction about
the visual characteristics of an artistic style. This activity could have the effect of giving
the students a practical understanding of issues that, if left in conceptual form, might not
be understood to the same degree. Learning about ideas intellectually may not provide the
same visceral understanding that working through the same ideas in tangible form might
offer.

I would characterize the goal of this session as teaching about art with the
purpose of reviewing the instructional assignment related to a studio project. With this
purpose and goal shaping the class discussion, questions and talk were centered on
identifying the criteria of an assignment. During this session art works were used in the

viewing activity to illustrate the specifics of the studio assignment.
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Concluding Thoughts on Site 1

Answering the Research Questions

How does the dialogue content and process associated with viewing historical
works of art compare with the dialogue content and process associated with viewing

student works of art for this site?

The Art History and the Art Critique session for site 1 integrated actual works of
art into the class conversation as illustrations, meaning the pictures served to explain or
decorate the dialogue in some way. The objective or goal of these sessions was to teach
about Impressionism. Through them the teacher seemed to want the students to
understand some of the historical and/or visual characteristics of the style. In the case of
the Art Critique attention to individual works became the focus of the dialogue but the
content of the conversation was determined by the limited analysis of a model historical
example.

These two sessions appeared to share similar goals even though one session was
concerned with viewing historical works of art and the other with student work. Both
classes revealed a similar use of dialogue content types in similar frequencies.

The site 1 viewing art sessions were carried out involving a single teacher and
student group and were focused on the study of Impressionism. The Art Critique session
was similar to the Art History viewing session for site 1 in that both represented sessions
that had a general instructional agenda shaping the conversation. The teacher devoted
almost half of each session time to general art education discussion.

Although during the critique individual works were reviewed, they were discussed
from a very specific point of view. They were observed one artistic aspect at a time, with
that single aspect being discussed with reference to each work. As a result, in practice the

works were handled as a group with a single purpose.
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These two sessions were characterized as being about general educational
concerns. In session one the art history component of general dialogue represented 18.2%
of the total dialogue, accounting for the largest amount of dialogue in the general
discussion category. In the Art Critique session the art studio component of general
dialogue represented 26% of the total dialogue, accounting for the largest quantity of

statements in the general dialogue category.
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Presenting the data
Site 2

Site Overview

Site two school could be considered small, with a population of 500 students. It is
located in a city of approximately 20,000 residents. The students walk to school or are
bussed short distances from the town and the immediate surrounding area. The school is
considered the academic school in the city and offers no technical or basic level courses
to its students. There is little visible ethnic diversity evident in the class with a
predominantly Caucasian group of students, two students of colour, and one exchange
student from France visiting the school for the year. There are 22 students in this grade
twelve comprehensive visual art class where the students explore a broad range of
materials, techniques, and processes in their studio activities. They also study Art History
as prescribed by their local Board of Education in harmony with the Province of Ontario,
Ministry of Education Guidelines (Ministry of Education, 1985).

The teacher has been teaching Visual Art in a High School setting for eighteen
years. She has also served as an associate teacher with Queen's University Faculty of
Education for eight years. She graduated from university with a Bachelor of Music degree
but completed several courses in Art History and Studio Arts. In addition she is a
practicing artist in painting and photography and her work is carried by a local gallery.
She has recently completed a large commission of twelve paintings purchased for a
professional building in the United States. She has taught both Visual Arts and
Photography and has been Head of the Arts Department for ten years. The Visual Art
Program at this school consists primarily of Comprehensive Visual Arts course offerings
for each grade at the general and advanced levels. The school also offers Photography

and Communication Technology as Special Series courses in grades eleven and twelve.
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Presenting the data
Art History: Site 2

Introduction

The site 2 students are participants in a grade 12 comprehensive Visual Art class.
The art history viewing activity observed for this group was conducted as part of a review
for an upcoming examination. The students were sitting in their desks or tables around
the room, in a horseshoe, facing a projection screen and a blackboard. There were two
slide projectors in the center of the horseshoe. This set up allowed the students to
participate easily in the discussion and see the black board and projection screens. On the
black board the teacher had placed several charts prepared by the students previously.
These charts outlined visual and expressive characteristics of the historical styles they had
studied during the year. Each style had been placed on a web connecting artistic
movements that had influenced each other. This presentation allowed the <tudents to see a
continuum or stylistic progression from style to style and a relationship between styles
they had studied.

The teacher began the class by explaining to the students that they were going to
be viewing examples of art history studied during the term, in preparation for the final
examination. Early in this research I had decided not to use this session because it was a
review and did not necessarily reflect the typical process the teacher would engage with
the students while viewing art. After reviewing the tapes and the video I decided to
include it because, even though it was preparation for an examination, it demonstrated the
kinds of things the teacher and students felt were important to review and be examined
on.

The teacher introduced the first phase of the class by stating that they would be
looking at and identifying works of art that they had studied to see if they could recognize

them. This identification included connecting specific works with a particular medium,
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with the artists that had created them, and at times, with the artistic styles or movement
commonly associated with the works.

For the second phase of the class the students were expected to identify the works
presented and then discuss them. The teacher introduced this by stating, "So let's have a

look now at some slides and see if you can recognize them and talk about them, Okay?"

Dialogue Content

The content of the total classroom dialogue consisted of 14% general discussion,
65.2% assertions about particular works, and 27.6% context associated with the works of
art being discussed. (see fig. 6).

The 14% general instructions consisted primarily of class process related dialogue
which accounted for 8.4% of the total class dialogue. In this category of discussion the
teacher gave simple instructions to keep the conversation moving and to have the students
attend to particular works of art. There were no introductory instructions that would set
any kind of a framework for the viewing art session. Typical dialogue in this category
included instructions like, “Help her out,” or “Remember that one?” and “Okay, looking
at this one.”

Of the overall classroom dialogue, 4.2% was associated with general art history
discussion, including dialogue like:
T: Impressionism influenced both Abstraction and Expressionism, and in a

way Fantasy,
and,

At any rate Cubism, you can remember there is both synthetic and analytic

Cubism, remind yourself what they look like.

The largest portion of classroom dialogue fell into the general assertions category
“and accounted for 65% of the classroom discussion. Of the total classroom dialogue 22%

consisted of students and teacher making assertions about what they actually saw

presented in the work. In addition to making simple comments about subject matter
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presented in the paintings these assertions included identifying other visual aspects such
as colour, line, shape, and form, and comments about the technichal aspects of the work.

Of the 65.2% of total dialogue consisting of assertions made about the works of
art, 40.8% represented some form of interpretation or analysis about the works. This
dialogue making up the interpretation or analysis category of discussion included 25.4%
assertions about the art work as a form of expression, 6.7% connecting the works with
some theory of art, and 8.7% interpreting the art work as part of an artistic procéss (see
fig.6).

The 25.4%, representing the largest component of the interpretation analysis
section, included discussion relating to the sensory, formal, expressive, and technical
aspects of the works. This dialogue was dedicated to interpreting or analyzing the work as
a form of artistic expression. Through this dialogue the students explored expression as a

feeling or mood.

T: What's one of the purposes of sculpture?

S: To invite the viewer to touch.

T: Allright. So you can imagine, even just by looking at the slide, the feel of
the two different areas, right? And how is he doing that to make it
interesting from all sides and interactive around the sculpture? How did
he do that?

S: It’s that twist of the body that guides your eye around and creates the
action, the interaction of all sides of the sculpture.

T: What would he have done to the back to make that interesting when we
can’t see it?

S: Define muscles in the back maybe?

T: And how do you know that he would have done that?

S: Because he did it in the front.”

T: Exactly, okay.

There was 6.7% of the total dialogue directed toward associating the interpreted
qualities of the paintings and sculptures to a particular theory or style of art. Comments
like, “And then we deal with a lot of line, sharp lines, angular lines and so on in German
Expressionism,” directly connected the works they were looking at with a particular

movement or style of art.
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At times the group discussed hallmark characteristics the students could use as

indicators of a particular style. This seemed to be intended for use as an aid to help

students quickly enter into discussion based on an artistic or stylistic profile by arming

the students with a few prominent features that were characteristic of a particular style.

T:

S
T:

Hawn

What has he done to make it analytic Cubism? How do you know it’s
analytic?

: It’s flat.

It’s flat? What has he done though, what are some of the characteristics of
analytic Cubism?
It sort of looks like a collage.

s: I think it looks like a collage.

It does look like a collage.

Part of the interpretation or analysis sub category of assertions, 8.7% had to do

with discussing the process or materials that were used to create the various works. The

teacher would often use discussion of the materials and processes as a point of entry into

the works to get the discussion started.

T:

S:
T:

Ss:

T:

Okay, now materials. We’ll go for the easy stuff first. Materials. What
are the materials this sculpture is made of?

Bronze.

Yes. And surface treatment? What about that?

He left some of his surfaces rough.

And what else about the sculpture is happening in this particular example?
Some of the characteristics of sculpture that we’ve talked about.

The last sub category of assertions concerning a work has to do with evaluation.

There were no summative statements made and only 1.2% of the total classroom dialogue

was directed towards making formative evaluative staternents. These kinds of statements

had to do primarily with appraising the work with reference to it’s expressive impact as a

work of art. Comments like, “Although I would suggest maybe the front’s a little bit

more exciting than the back™ depicts the type of evaluation suggestions embedded within

the dialogue.

The final category of classroom dialogue consisting of contextual information

associated with the works, accounted for 27.6% of the total classroom dialogue. That

27.6% included 15.5% dealing with the art history related to the works being discussed,
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5.7% with the culture of the artifact, and 6.4% with artist information including mostly
biographical information (see fig.6).

Biographical information included details about the artists’ lives and about their
approaches to their work. When viewing work by Jackson Pollack the class talked about
the artists tendency to use alcohol to excess and that he died very young. Some general
comments in this category referred to issues concerning artists creating their works and
getting them to market. When projecting a Brancuzzi sculpture, the teacher asked,
“who’s sculpture was rejected in 1913 at the border in the States because they said it
wasn’t a sculpture.”

The largest component of contextual information associated with the works of art
consisted of comments discussing the artistic style in which the works were created. This
category of information accounted for 14.2% of the total classroom dialogue. In this site,
discussion of artistic style focused primarily on connecting artists with specific art pieces
and particular styles of art.

T: In action painting who was the most frenetic action painter?

S: Jackson Pollack.

T: Yes, and Who was the main artist of Fauvism? (At the same time the
S:

teacher projects a painting by Henri Matisse)
Henri Matisse.

Dialogue Sequence

In addition to the dialogue content being divided into content categories (fig.6) , I
placed it on an instructional sequence continuum (fig.7). This continuum for site 2 Art
History presents the viewing art session conversion as 42 distinct segments of related
dialogue. Related dialogue here means that the comments defined by each segment are
connected by being about a single visual art work or by exploring a similar idea through
reference to more than one work. Of the 42 dialogue sequences, one included discussion

were no picture was being presented. Four segments of dialogue contained information
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where two works of art were being compared (segments 15, 18, 19, 25. fig.7). The
remaining 40 segments of related dialogue were each associated with the viewing of a
single work of art.

It can be seen from the instructional sequence representation for site 2 Art History
(fig.7) that the first 26 dialogue sequences consisted of contextual and general
information. During this time frame, very few assertions were made about the works of
art being viewed. For this part of the class activity the students were presented with a
number of art works and given cursory information about the artists. The information
connected the work and the artists with particular styles or artistic movements. The
teacher stood in front of the class as each work was discussed and pointed to the charts
posted in the front of the room to indicate the stylistic context of each individual work.
Through this process the students were directed to identify where a particular artist, or a
particular work of art, would be located within the outline or web of styles studied in their
course that year.

Beginning with segment 27 (fig.7) and going on to 42, the dialogue sequences
contained primarily assertions about the works of art along with some contextually
associated information. Each of these 15 segments follows a similar pattern of dialogue
sequence. The teacher introduced each new slide with a short comment of a contextual or
general nature followed by a discussion related specifically to the visual and expressive
quality of what they saw.

The set of individual dialogue segments for the second part of the class for the site
2 Art History session could be characterized as being relatively consistent in content and
regular in length (see fig.7). By this I mean that the range of segment length was not so
extreme as to indicate that each work was not given a similar amount of attention during
the discussion. This characterization also indicates that similar types of dialogue content
were offered for each work. The dialogue included in the second portion of the class was

dominated by assertions made about each work with a few contextual comments added.
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Representative Dialogue

To represent the dialogue of this session I included selections of text from each of
the two main phases of classroom discussion. The first and second citations are related in
that they deal with the same artist and work. Together these dialogue transcriptions reflect
the nature of the session and depict the difference in the conversation between the first
and second portions of the class. The first citation is taken from the introductory part of
the class when the students were asked to identify works of art. The dialogue of this
segment of the session consists of contextual and general information. This selection
includes the conversation represented by segments 10 and 11 of the dialogue sequence
chart, figure number 7.

The second citation is taken from the class dialogue when the students were asked
to identify and talk about the works being presented. This selection includes the dialogue
represented by segments 30 and 32 of the dialogue sequence chart (fig.7).

(segment 10 begins. fig.7) (slide change)
T: Abstraction and sculpture. We’ve got quite a bit of sculpture involved in

this one. Here’s one of our more popular ones by David Smith, in his Q By

series. Remember that? Q by 10, Q by 23, Q by 150 million (the teacher

points to the charts on the blackboard showing where this work and artist
fit into the web of styles)

(segment 11 begins. fig.7) (slide change)
Also, you can put Henry Moore, of course, in that particular case using real
life forms and changing them into very simplified forms.

During the second phase of the viewing art activity when the students spent some

time looking at and discussing individual works, typical dialogue included,

(segment 30 begins. fig.7) (slide change)
T: Another sculpture. Who's the one who did this one? You know this, we
just discussed it. Of his Q by series. Ted?
S: David Smith
T: David Smith. That' s right. And therefore, what style does this come
under? I just gave it to you actually by saying it was David Smith. What
style of art? James?
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: Abstraction.

: What is he emphasizing in terms of sculptural qualities in this example?

What is most important to him? Mary?

: Shape and form.

: Shape and form. Are we dealing with all the same shapes and form?

No.

: What's in there instead? Of being all exactly the same, he's got

: one cylinder

: Versus

Rectangles.

: All sorts of rectangles. Why would he have one cylinder in there and,
one, two, three, four, five, six, seven, eight, nine rectangles? Maybe even
ten rectangles. I can't tell on the bottom. Why is there one cylinder in
there? Katherine?

: It makes it interesting by being unbalanced

: Do you think the word is unbalanced?

: Idon’'t know

: Or just has a contrast between sharp edge forms and a rounded form. If
you look at the rest of it do you think it's unbalanced.

: No.

T: It looks pretty even, doesn't' t it? Is it symmetrical balance or
asymmetrical balance?

: Asymmetrical

: Why would you say that?

: Wellit' s not the same on both sides.

: Not exactly the same on both sides, but you could pretty well divide that
in half and have almost equal things on each side. Right?

So it' s pretty symmetrical. He' s just using different, a little bit of
different shapes on each side. What is he also emphasizing by the way he
has treated the material? Mary?

: space

: And how has he done that?

: Like with lines on the surface

: And how has he actually created those lines on this material? Do you
know?

Paint

: It' s not paint, no. First of all, what' s the underlying material?

Steel

: Steel. That's right. And how do you make steel shiny? Olive?

: Polish it, sorry, never mind. I was just thinking

: That' s correct. I just wanted louder. So you polish it and in this particular
case he' s used a buffer. Okay? And he' s moved the buffer around all
over the place. Is this one, do you think this is one of those sculptures that
should, in fact, then disintegrate out in the air? Start to rust and have that
involved in the actual development of the sculpture, or do you think he has
finished this one so that it will always stay like this out in the
environment? Nate?

: Always be like that.

: Why? Why do you say that?

Um, I don' t think having it rust would add to it at all. That' s my
impression.

Because he' s already created the pattern on it hasn't he, through the
buffing and so on.

: It doesn't need any more.
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T:

It doesn't need any more design. All right. I can' t guarantee that this one
isn't one that is going to rust, but most of his works are sitting in a garden.
They' re usually well polished and well finished.

(segment 32 begins. fig.7) (slide change)

T: Who's this? As an artist. John?

S:

= -

=L

N2 L 320 49

M2 APaX

Andy Warhol.
And who is the subject?
Marilyn Monroe.

: Marilyn Monroe. So you can kind of guess that the title of this painting

would be, or actually this is a serigraph, would be Twenty Marilyns.
Surprise, surprise. Now what's the purpose of Andy Warhol producing 20
versions of the same face of Marilyn Monroe in one picture? Mary?

He was involved with film

: He could be although he did several of these images on paper. Who first

was Marilyn Monroe?
Her name?

: Who was she. I was just saying, who was she?

Okay. A movie star.

: Of that time period. Okay. She was a movie icon. What does icon mean?

Kate?
People looked up to her and wanted to be like her.

: Right. Okay. And so she became then a motif, that he could use and

reproduce in what style, what style is this called? James?
Pop art
Yes, so that you' d had an image on the wall of this icon who was a

. popular icon. That' s why it' s pop art. Now are there 20 exact replications

of her?
No.

: How has it varied? Lucy?

Her eye make up is different in each one.
Now, is it different in each one due to the fact that he has painted it

" differently?

Yeah.

: Did you notice that funny little details on her eye make up. Look at the

middle line, first one on the left. Her two lids are totally painted in that
turquoise. Next one, one lid is, one lid isn't. It's under her eyebrow
instead. Third one, under both eyebrows. Back to the fourth one, down on
both lids. So if you notice that all along he has varied it a little bit. Do you
think people would actually recognize those little details when they look at
his work? Angie's saying no. Why do you think he would have done that?
If you' re saying that people wouldn't notice that without a lot of major
inspection. Katherine?

It sort of making a comment about people don'’ t notice things.

: He could be. Andy Warhol was a very funny man. He liked to involve

himself in little tricks on people and this could have been one of his little
tricks on how people don' t really notice the minute details, but in fact look
at the whole thing.

(segment 33 begins. fig.7) (slide change)

T:

Who did this one?
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Discussion and Interpretation of the data
Art History Site 2

Answering the Research Questions

What is the content and process of teacher directed dialogue during viewing
sessions about historical works of art for site 2?

What implicit frameworks, goals, and knowledge about viewing art activities are
evident through the dialogue and process? In essence, what are the reasons for providing

this session for students in site 2 Art History?

Introduction

As this session began the teacher offered few comments by way of introduction to
the class. The activity seemed to start with the group working together without the need
for lengthy instructions. Two statements made by the teacher suggested, in a small way,
the goals for the activity. As the first part of the class began she stated the class would be
"identifying works of art to see if [they could] recognize them." This identification
included connecting specific works with a particular medium, with the artists that had
created them, and at times, with the artistic styles or movement commonly associated
with the works. The first part of the class was a cursory review of several works of art
that might be questioned on the upcoming examination. The purpose was to have the
students recognize them from visual cues.

To introduce the second phase of the session the teacher stated, "So let's have a
look now at some slides and see if you can recognize them and talk about them" The
students were expected, for the second phase of the class, to identify the works presented

and then discuss them.
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Dialogue Content

The largest quantity of information presented during this class fell into the
assertions category of dialogue. This information set included comments that were
descriptive, interpretative and evaluative in nature. This session included very little
evaluative statements and the descriptive comments tended to be used to support
interpretive comments. As a result, the main content of the dialogue was interpretative in
nature.

The first observation relative to the content quantities for this site is that the
session was about the works of art. The largest quantity of dialogue fell into the
assertions category and was mostly concerned with talking about the actual works as
objects of expression (see fig.6). The issues and ideas that would have been considered
historical in nature were secondary to the visual characteristics of the works. The small
concentration of statements in the General Art Education category supports this position
and might indicate that the session was not about information not contained in the actual
works.

The next largest concentration of conversation, outside of the assertions category,
consisted of contextual statements associated with the style of the works (see fig.6). This
showing indicates that the topic of discussion was also about artistic style.

When these content quantities are considered together as representing the session
they suggest that the session talk was about the expressive aspects of a style of art. In the
case of this particular session, being a review for an examination, the group talked about
works that represented many styles with the same type of information offered remaining
consistent from work to work.

The low concentration in the general art education category when considered with
the high concentration in the assertions category might indicate that the actual works of

art were used during the session as the source of information that shaped the content of
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