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AESTIITTC EDUZS TICH
I. TIERUDUCTICN

Prepering a statemont on 2esthetic education on a2 world-wide basis is, at
bost, hazerdous, clilefly because at the present time, no cne person can be
intimotely familiar with a svbject of that scope. An 2dditicnal reason for the
audac ity of the unde-talldng is that the subject of acsithetlic educe=ion i3 in
iteelf vest and not readily enccomacsed in a paper of this length, particuvlarly
because 1t novers areas of great centroversy - a situstion not unique in educa-
vion. Dut, ncne the less, fora group such as this, an overview of aesthetic
ecucation is cssential, and the writer hopos that the merit of this statement
will rise above its limdtaticns.

The shrinking of the werld through rapid transportation and commnication
has rade ugs intercependent to a degree never befo:re imagined - and this means
that while we may share triumphs, we are also partners in common fates and dis-
asters. These are obvious truths, although I am not suggesting ihat we are in
eny sense a world urited in agreement: at times, in fact, we seem united only
in our probiems. As history has proven many times, it is problems, catastrsghies,
and the threat of catastrophies, vhich bring people tcgether. But a world congress
on education is clear prcof “hat there is a large group of individuals cormitted |
to the ldea that internationzl problems can be tackled, allevia*ed, and occasionally
solved, by toking steps to insure a world-wide citizenry of edicataed persons. I
am harpy to obsarve that acsthetic education 13 ona of the ccmponenis of this
world-wide educational endeavour.,

II. SCOE OF AESTHETIC EICATIZN AS USED IN THIS PAPER

Agsthetic eduestien, 2iso termed arts educetion, as uszd in this paper _
includes thews areas; the visval arts, music, drama, fil:, and danse. The first,
the visual arts ineludes, palinting, craw'ng, modalling, sculptu-e, crafts, archi-
tecture, enviromnental plamning, costums, ocommereial and induetrial design; in
fact, the vizual arts oncompass the whole of our men.made envirenment., Musio
includes vocal and instrumontal solo, as well as group perfcrmence, corposi=g as
well as performing., Drama extends from the performarice cf plays by zreat play-
wrights to spontaneous dramatizations of aommonplase situstions; it also insiudes
the writing as well a3 taa direction of dramatic prodvotions and film, Dance, too,
ranges from the carefully choreographed to the spontanczous and improvised, and
includes choreography as well as performanse. These nrcas, therefore, sover a
wids spsctrum of experiencas, and the formz whlah these cxgeriznces take vary
from one culture to anochor, somstimes drastically, somctimes minimally.

Thls specification of aesthetic areas suggests several dimensions of mcaning
of the term assthetlo, or art; both procoss and product are included with nothing
in oither term differentiating batween them. Dranas, paintings, symphonies,
ballets are all referred to as works of art, meaning the completod works which
are scen and/or listened to. The term art is also used to refer to skill in
performance; we speak of the art of singing, weodossving, daneoing and acting, ete.
having in mind the prosescs by which theso aris are accomplished. The use cf the
term art !s so inolusive that it is often ussd in relation to areas not olarsi.
fiable a3 art in the sense of product, as the art of bvoxing or the art of s~iling.
Thus, in a real scnhse, thare is en aesthrtic quaelity invelved in loing anything
with a high dsgree of skill and flair. Ia fact, we refer also to <he "art ol
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17 “ng" with the implication that thor» are aesttutlie velizs Innecen® vr a v o
of living which lifts it gbove the erliassy end nodane, in schosl urerTamic.,
espcelally post=sacondery, we spocak of the liberal aris, and thece gencrdlly
include languages and the social s*udiecs pat often esclude wWie wis.

A further particular ambiguity cccurs in designating tii2 visual arts. Thes2
arcas are often merely referred to as art. We speak of an ari gallery, an art
teccher, an art magazine, and these are understood as referring tc the visual
arts. Only infrequently is the term art used gencrically to cover all the arts.
In this paper, visuz) arts will be used as a more specific designetion Zastead
of the more commcnly used label of art.

Aesthetic is a term vhich is applicable to all thz arts, but, in Erzlich a%
least, aesthetic is generally used to refer to the arvistie component witiin a
work of art and 1s thus sharply differentiated from, esay, th: functicnzi aspects
of the works which have dual or multi-functions as chairs, biildings, msiching
scngs, etc. In this paper, where a range of art arcas as listed sbove is under
discussion, the term the arts or the aesthetic areas will be used interchangeably.

IXI. THE SETTING: ASSTHETIC EDUCATION IN A SCYENF.RIENED WOWRID

No discussion of aesthetic education can be urdertsken without viewing it
against the preponderant scientifis-technclogical bias in present-dsy life in
most of the warld.

There are two approaches to reality: objective and subjective. Thc former
is typified by sclence; it is impersonal and objective, and soeks to establic
generalizations which unify many seemingly diverse phensasna {the laws of gravity,
for exarple). A valid scientific experiment, carried cut in any one pert of the
world, will, if duplicated in another part, yield idontical results. The
findings of selence lend themselves to quantification, to formulae, and to stotise
tical manipulation., Scilence and mathematics have omcorged as the great internae
tional languages commmicating great truths which affect us ali. Arendt(l) hoas
sald that sclence transmitting momcnious truihs in Zn“ematiciclly commeicable
form, (formmlas and mathematicel symbols) have replads lagisge cs tihie most
powerful means of commmication.

I contrast, subjoetive reality is typificd by ths arie. Har9, the emhasis
is on the specific and unique aspects of experience, on the preulicsly personal,
on the subjeotive and the emotional. The results of ths subjeotiva anproach to
reality do not lend themselvos to quantifisaticn; althae 2 often thoy ars wilversal
in their appeal, the produots tiiemselvas ere roceed in *Lw and in place. I%
does not take much expertise to distinguish betwesn (olirital el Vectera peinting
and sculpture. What is more, when artists ars influcucod by art forms fronm
culturos other than their oun, their products invariably rofloot more of tholr
own oculture than thcses of the aulture they heve drawn wpar. In faobt, il waus
in the aris tend to be firmly rooted ia time and plase, chronslogicall:, goo-
graphiocally, as well as culturally. An experd, on inspecticn of e work ¢. visual
art, cen gensrally identify it as to tine and place of farricatica.

() HOE AREIOr, THE HOUAN CONDITION - Chiongo; the Univeraity of Clioego
Prﬁss, 1958 p""
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The zrts are oft~n raefarred in as gpea¥ing an intermatieral lomgiage foo,
peing nuteverval (AW tae axceplicn of drama end smund Jilm) they surmount the
barriers cf language. s 2 maticr of fact, the values cf arvistic statement J-om
cilrres other than our owa ar2 often rejected: it was oniy in this century v.atv
the power and vigonr of African scudpture wes appreclated: Crientzl ert hos had
oniy a relatively recent acceptange in Wosiern cu.tu:os. Sciencze, muich more than
ert, has establishcod 1tssif ag cn internatisnal languoge.

The accomplicshments of science are many and impreseive., It hes promoted
health and lenguhened life vhi-ough discovsring the eaus2s of aad cures for di-ezse.
Threugh the Gavelapment of technclcgy It has roducaed the druczery aid back-brezking
work of rary of “ho world's peoples tarough tectmology it has nade possivle a high
standaré of living in Liphly developced comtries for a laxge :ezment of the popula-
tion that was formevey reserved only for the priviiezed few. So attractive are
the results of soience and tecnnology, so clear, precise, and objlective are its
accomplisrments that probably without exception, 2ll countries of the woild are
comitted to same programme of scientific and technological deveicpmeni. Indeed,
it is generally given the highest prioritiy in beth poorly and highly develcned
comtrirc,

Now there is nothiing wrong with the developnents of scleriee and technology.
The problem arises from the fact that their acoomplishments are sn impressive
that they are thought to be the only methods of growth =nd development. The
objectivity of sclence has led to such stunning results that we see cbjectivity
as the mcars and ends of education: subjectivity is, at bast, locked upon with
suspicion or 18 rejected as useless and non-productive. Objectivity is not
viewad as one of learning but as the only wey.

Consurrent with the broed acceptance of science and technology is the
undeniable fast that they have confronted us not only with benefits but with
problems of enmmous dimension which are clearly on the life-or-death level,

The pollution of the alr and water are becoming world-wide: the earth's resources
eve increaringly being realized as finite; population is grewing to levels which
thoeaton world-iiide disaster; poverty is inereasing and, as our interdependence
grows, will afrect all esountries. None the less, in the eyes of people generally,
sclernco has not lost its sppeal as the solver of the world's problems, and is -
scldom considered as » major ezuse of them. The arts heve been put on the
dofansive as oculiwral frills, as trappings of oivilizaticn wiich can be dispensed
with, as activities which serve no userul purposs.

The point of view taken in this papsr is that assthetio education is essential -
as a countsrbzlence for science and technology. The arts supply the humanizing
qualities of life which are alien to or without interest to a scientifically-
oriented zoolety. The arts as humanigers place value un the specific ard unique
esxmoriences of life alongside the solentifio emphasis on the general and tie
objechtivet they provide the esssnce of place and partioularity sgainst the
placolsasness of sclience.

Thare is no reason why these opposing views cannot coexist in a oculture and
in an individual. Mdesd, most of us live with, and funoticn in, a host of
divorsities: paople are guite naturaily both isoclated beirgs and soclal animals,
we are sib'sctive and chjeotive in our vicws, loving and heatile in cur reczetdan.
Bat wa suvjeotive side of man has been widely ignored in prasent.day cuitures.

It is no aceident that riast of the work of artists supports the value L the
individual against the State, takes is=ue wita the dehumanizatic. implieit in a
machine culturs and runs coimtar to most of the currant devolerr-~tg. Edunetion,
Yeritng woert e 2t suar Feem tho sulture whish gapoerts 1Y, temto i he Towd by
itg Comirat Lials, ieueo s gracrd) fongrallag 6 educaticn In aeothe iz areas.
The nwmuizing vaiuvs of the arts are vo.s6iy needed.
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I7. THES STATUS AND CRIBECTIVES CF AESTETIC EDUCATION

Cne remarkable and important factor is that 21l of the arts - in some fam

or octher - are parts of the everyday lifec of 2ll young people. Exmressive activity
i3 2 ratural form of behavisner. All children draw; it may be with sticks on the
ground, or with more refined instruments on psner or other prepared mcterial.
cewings on walls occur unlversally and are fomd in excavations of eci¥ilizations
that have long disappeared. All children sing - and all mothers sing to their
children. All children dance, most obwicusly as part of their play, tut spontaneous
b~iy movements which are snill-overs of Jvbilance is dence in a real and basie
sense, Ard one only has te be around childrcn a brisf time tc observe how natural
dramatization is. Calldrea, elther aion® o in giroups, assume rbles of great range
and act out their parts with gusto.

These activities are "natural" and oceur spantansously. All too often they
are referrsd to, and diamissed a5, "child's play". The play factor in the arts
is, indesd, one of their important bases being a characteristic of activity in all
of thcn regardiess of the sge of the artists, Students often point out that they are
refreched by art astivitiss, often leaving the art class after a session of hard
wark more rested than whan they begen. The imporiaat factor in this discussion
is, however, that artistic activity is a naturzl end instinetive kind of human
behavicur.

Yet in spite of all its “naturalness®, it cannot be sald that assthetie
education occupies, generally, a strong position in the currieculum. It is suspect
as an area of learning for a number of reasons; 1ts subjectivity and wide variance
make an understanding of it difficult for many adults; enjoyment which many young
pecple display in most assthetic undertakings causes many teachers to suspect that
ho learning is teking place; there are no vaiid objeotive measures of competence
and growth; and many teachers are badly or inadequately trained in assthetie
subjects. : '

What is the relativs status of the sosthotle areas being considered in this
paper? Although no detailed report oan be given in reply to this cquestion, there
is no doubt that musioc is by ell odds the best established, being given more time
in the school prngrammo and more in the way of supplies and materials than any
of the other arts, The visual arts are second ad are given less time, fawor
specialists and lsss in the way of materials and supplies. Drama and dance are
only infroquently asecrded reoognition in the elementary prades as subjeats for
students, but appear with varying frequency at the secondary levsl. Drama tends
to appear in particular schools as part of genoral festivities, or to commemorate
special eventy or holidays. Dance in many ccwitries is often a part of physieal
edusation and whether or not it is avsilable as a spscial areas, is dependent on
tho interests of the teasher. In sow? counttrdes o areas within comtries where
strong dance traditions exist, dance is assordod a speoial place in education.

Of 2ll the arts, film, undoubtedly is insluded least often, larvgely because
it connot be undertaken without some « and cften considerable « expenae, But -
this twontieth century art has great eppesl for young pecpls and, when given the
opportunity, they achieve vemarkatle resulis; in still or motion photoegraphy or
L1 an’mation. .

Tatre may well bs variationg In this crder of Ystrength" in different soumne.
trieg e1d in scme the abovd remarks may apply in part or nct at ell. Nooe the less,
thege observations are made on the basis of personal ocontact of the writer with
sesthetlo sducaiivn oh an international basis for the last quarter sentuvy.
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Acsthetio edusretion 1s most widely avallatie In t-e elementary gradec. A
quastiannzi-a study condualad LY Thesco(l) ia asts edimutimy [ves~oadad 4o Yy
65 eocuntries) and pucilsned In 1955, shiewed thub in most comtries sgez time is
requirzd or recomsendcd at tha primary lavel by ocducetional autnsrities in e
vigaal zids. For the most part, they ars taught by the gonsral claserccen teacaer.
In the scecondary schools (in some couxtriss, ccrpulsory education does not exvend
to this level) sasthetic education tends to be mich less commonly required. Tor
neny students, spacialized training hss alrcady begun, and classas In the aesthe™is
areas cre largely limited to those who show particular sptitude or interest. AT
the scconda~y lovel, the teachers also tend to b specialists, and are better
able to help students with more advanced sbilities.

In en earlier study(2) in 1950, a survey was conducted cn handicraft teachi-g
in the secondary grades, (with information cantributed by 42 countries). Handi-
crafts were variously and broadly defined to include such varied astivities as
leatherwork, medellinz, =nd gardening, science apparatus and metal work for bags
and needlework, childcare and flcwermaking for girls. (Some areas, included,
cennot be classified as sssthetic). In scme comiries several years of craft work
ware compulsory for all students, in othars elective. The time for craft work
also varied widely from one country to another. The author comments that consider-
able progress is shown in the acceptance of craft education in the results of this
survey over an earlier ane published in 1342,

In 1955 an international report Music in Education(5) was published by Unesco.
It is a series of papers on various phases of music education in a number of
comtries srd the form of this dooument makes impcssible comparison with ths above-
mentioned stucdies on the visusl arts. It is apparent, hcwever, that nmsic education
is mich more widely and firmly established in most countries than education in the .
visual arts.

: one study(¥), sonducted in the United States, on a nation.wide basis at both
the elemontary and secondary levels, is available in which a comparison can be

made batwoen the status of muric and art in education. Xt is not being suggestsd, -

however, that the figures are typical of the status of music and art in any other

country, GSeveral aspeots of the study nesd briefly to be mentioned. (1) There is

a disparity in both musio and art between the amount of time given to instruction

in both music and art and that which is set fc~th In the requirements for the

subject, With fow oxocepticns, less time ig given then is recommendad or reculred.
(2) There are soms schools (many more in the visusl arts thon in musio) in which

no instruction is available. (3) There is much more time given im instructien in

misic than the visuel arts and more specialist help is available. (4) The range

of time given to instruction in this field varies greatly from aystem to system, .

and probably from class to class as the amourts cf time given to art instructlion

ies often at the disoreticn of the teacher. (5) More students ere enrolled in

misio at the seoondary level than in the visual arts. (6) Tho amount of instruce

tion given in large sshool systems is substantially larger in large systems than

in small: in many small svatems arts education is not available, ‘

The writer has not dlesovered any study reporting the status of drama or the
dance on either s national or international btasis and I hope that bofore long, '

Y Thternational Bureau of Edusation, Geneva. Tesohing of Art in Primary and
) Schools: a o tive study. Paris, Unesco; Gensva, BIE, 1055,
%%;ﬁuco- m.iioau“m"f > ’
(2) International Bureau of Edusation, Geneva. 'The Teaching of Handlerafis in
Secendary Schools Paris, Unesco; Genova, BIE, 1830 1h2 p. Unesco, HIE

Publiecation 123, N | o
(3) International Conferense on the Rfle and Flacy of Musio in the Eduoation of

Youth aid Adults, Bruassls, 1953 Music in ation Parls, Unesco, 1955, 335p.
(t) Research Division, National Education Association Mueie and Art in the Public -

- Seheols, Research Monograph, 1963-i3, Washington, D.C. S8p.
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stu 'ies will be undertaken in these important areas. Ac to thelyr statwus, ny
estimate 1s that figures in these areas vould be censidersbly lower than in music
or in the visual arts. In schools in many countries of cowrce, there is a strarg
tradition of putting on dramntic and dence performances of some kind during the
scliool year, but these are on an extracurricular basis.

In any event, the figures of participation in the arts, with the exception
of music, are not impressive, It should be edded, elso, that the rigures that
are avallable make no pretense of denoting quality, there i3 no doubt that, in a
considerable part of the classes included in the above figures, ths instructlon
1s very poor. A

There are, of course, other agencies in many countries for carrying on ins.
truction in aesthetic areas. One noteinfrequent national plan is the establisiunent
of youth groups which meet cut of regular school hours to do work in areas of
special interest to young people. This has the distinet adventage of providing
. sound instruction to talented and highly motivated students, and the results of
such instruction are oftsn remarkable in the extrems.

In those countries where both state and private schools exist, there tend
to be a large number of the latter, set up for instruction in dancing, scting,
and music where instruction is given by specilalists for a fee to talented and
interested individuals. Such schools are usually professicnally orilented.

Hopefully, there is a number of countries in which all children and young
people have time in their education for experiences in muwsio, the visual arts,
dramatics and danaing, but I do not know of them. Certainly, there are many
countries in which the situation is less than good; in many, it is meagre in the
extreme. But this is not due to any limitation of student ability. Children
and young people in all countries possess artistic and creative abilitises of high
order, .VWith little opportunity to use them, thess abilities will diminish or
become atrophied. What 1s needed are dedicated and enlightensd teschers who will
make thelir creative potential an active part of their eduea.td.on, and educationsal
authorities who will support assthetic edusation.

The objectives of assthetio eduscation are many and varied and qu.te rightly
would differ from one country to another and from one tezchsr to enother. No
attempt will be made to present long lists of objectives all of whisch coulid be
given eduoational justification. Instesd, the major eoffort will ba to sst down
a runber of major values in and charscteristios of tha aesthetic areas {(both
gimilarities and differences) which imply ithe objestives to be strecsed in Instruoe
tior on the ground that if the teacher undurstands the areas which he is toaching
the spacific valueg which resids in them beoome move readily apparent than irf
obJeotives are disocussed at length.

The author, however, cannct resist several basio guldelinss as outcomes of
Instruction; each child should have experiences in major assthotio arean ad
develop abilities both az a oreator and performer; he should dsvelop an wricre
standing and eritisal awasensss of, and prrids In, the aesthetlo forma of his
sulture and enviroument and participate in the assthetie life of his cultwmw;
and his understanding and spprasiation. of assthetic dmlmmmts ahonld extend
to cultures other than his o,

Depending upon whore one 1ives, one of the arts nmay be predominant over the
others and may reasonably bo given grealer stress. The interest of particular
studentrs will oftten vary and the opportunity to develop ont's speoial bent ls an
mportant factor for every student. No attempt is made to suggest any hierarchy
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of importance of the vericus aesthetls areas. Trey rcre all of importunce aiid the
time and erphasls given to 2.ohh at any particular time will vary from one c¢lasd
to another depsnding upcn such factors es tha t—:aaner, the olass (its size,
in'tere ts and the age of the students) the meterials and facilities available,
aryl the othor subjects being studied. At the elementary level, scme experionces
in all four of the arts areas should b2 inoluded in each school year: at the
socondary level where ghrong Indications of speecial and/or vecational intercsts
may appear, the sxperiences of the students may be narrower in scope, but the
totel programmes of the students should inciude some contact with, partiocipation
in, erd appieslation of, all aesthetic areas.

V. SO0% BISS OF UNITY AMONG THE ARFAS OF AESTHETYC EDUCATION

There are sevoral basses of unity among the arts which will be mertioned
briefly. The first is thelr universzality. All of the arts (wi%» perhaps a few
minor exceptions) exist in all civilizations; many are highly developed in pre-
civilizmations: <for example, soms of the finest paintings ever oreated are in W%
caves of stone-age man in Southern Prance and Northern Spain. All men live in
shelter of some kind and sinse the begimings of eivilization, carefully considered
form has brzen glven to these shelters, and to places of worship. Worke of the

. visual arts, being objects fabriocated from materials have proven to be the most

durable of the arts, and many of them have survived the destruction of cenires of
olviligxtion; many have survived in Wirial sites. Dancing may well be older than
painting snd sculpture, but we know about it chiefly through gravhic depictions.
Musle and drama likewise have a long histery of accomplishment reaching great
heights before any system of recording them existed. Iven though we may not be
familiar with the detaills of some of thess arts, we have indisputable knowledge
of the occurrencs.

Seoondly, (and this has already been discussed Maﬂ.y) the arts are hmmanizers
of a culture and of the members of a culture. They are rooted in the partiocular
and unicue sensibilities of a poople and give them form and struecture., And bheocause
they deal with feelings and emotions they are humanizing in their effects. ™usie
cammot harm, it oan only bless" someone has raid, and similar observations can
be made of the other arts. The relation between feelings, aspirstions, frustra-
tions, grief, devotion, and other emotions and the finished art product is net
limited to the works of mature artists. Alschuler and Hattwiock(l) have demons~
trated in a large number of case studiss the relationship botween what a child is
feoling and experiencing nost keenly and what he draws, paints, or aots out in
dramatic play. And in painting, this is as trve (or truer) of those which are
non~objective (which are often referred to as soribbles and danbs) as to objec-
tively yoogaizedis results, Very often children paint experiences and pre.
occupations that are still at a feeling level and not suf’iciently clarified to

express in words.

Hids participation in the arts has tended to be a casualty of the Indugirisl
revolution., While outstanding ability in any artistic endeavour has usually been
recognized in even the simplest society, general participation in any number of
art astivities has boen the rule, Partisipation in celebrations involving dancing
was general, weaving was a common and essential sotivity in muny socleties, and in
many still ls. Masis and dance have tended to persist as comminal activities move
than the other arts. But ths inoreasing prevmlance of mashine marmfacture and
mass mwadia has made individual engagemsnt in all the arts less essential and
attractive, w« hm all been impeverished by th:ls loss.

(1Y Tose H. Alsohuler srd Ya Bsrta Welss Ha'lrtniok PALNITNG AND PERSONALYTY,
Chiougo, 'mo Unimsity of Chicago Fross. Qf» 2 vols. 590 pps.
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Third, the arts also have in coimon the fact thul they ere relative nevye.urcrs
to m.dern education. In the industrialised countrits, it was chiefly as the
industrial revolution developed that the arts appeared in the curriculum, numaly
at that time in a coimtry's development when the arts in the country were threcatcied
by technologlical development and speclalization. It is an undeniable fact that
moat of the unique aspects of a pre-industrial culture as for example, ihe procuc-
timn of craft objects cannot withstand the impact of tachnology. %hey are, in
fact, one of lts first casualties and only recently has recognition been given
to the extent to which the spirit and life of a culture are impoverial=d by the
cheapening of lts art forms.

In brief, what I am saying iz that in werld eduostion, aesthetic edunation
plays elther tco small a r8le or has none et all. Educators have no altcranetive

to improving this deplorable situation.

Even though-the arts were brought into school programmes because of culturel
cerises, their position ig in most instanoces, still tenucus and wncertain. Even
in hignly industrialized countries, art educators spcak constantly of prossures
to lessen the time given to the arts and the numbsr of students eligible to ta}.e
part. Although they may be sald to be holding their own, their positicn is, wit S
few exceptions, precarious,

The most important common factor that binds together all of the arts is the
presence ¢f opportunitiss for creative astivity by the studenta. Undcubliedly, A
the introduction of oreativity as a teaching and lcarning strategy is the greatest
Imovation in education during this centinry. This is not to say that thores had
not been creativity present in much teaching and learning during the entire history
of education or that children have not been creative individuals; bat, by and
large, education has been conceived of as a process of learning subject matter
already in the possession of the teagher: the facts of history, the processes of
mathematics, the spelling of words, the ability to read and so on, and the suocess
of teachers was marked chiefly by thoir ability to transmit learnings which were
already in their possession at the beginning of each class. Yearning of this
type can be termed convergent: a partiocular sst of figures to be 2id2d can be
expected to yleld identiocal sums regardless of the students adding thom. There
iz no room for flexibility in the multiplicauion tables; few woxrds have more

than one correct spelling.

" The testing of most ascepted soclentific prineipies leads to ldentleal results;
water, when frozen under usual circumstances, expands in voiume. Historleal dates
are also objective, although the interpretation of histerical events is often
varied. Convergent learning is highly important for many zroas of eshool learning
and in many situations. Without the basia order implicit in divermgsnt mestdis.
life would be chaotic and lacking in the underlying order whilch meokcs existenes
posslble. But, it is no overstatement to say that convorgent learning has largely
or entirely dominated education: in many instenges 1% is still unchailenged.

In recent years, however, increasing asttention han been peid to a quite
opposite kind of learning; namely, divergent, where the cutoome of instruction
leads, nct to identical results, but to varied and individualized cnues. The
arts, in particular, demand teaching strategles which load to osnvergent roatlts.
Take for example, the drawing or painting of a tree: in a class of L ehiidren,
every student will produce a different produst. Some pupils may chow the roots
as well as the portion above ground « a solution which hasg appeared in meny
historic periods of art: some may have ccnventionalized the foliage masses; othors
may have portrayed them more realistioally. But, although acme interpretabtions
may be more fully realized than others, each has ite own validity. This fantor
is axiomatie in all the arts; divergenso and uniquensss mywe priged attributes of
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any wort. In the performing arts, each singer, dancer, or actor has a distingulsgh-
ing style wnich is different frow that of any of his fellow artists and is
immediately identifiable., The princlple of divergence is as applicable to perficmm-
ers as to creators.

In education, much of the teaching rationals of ths arts ls based on the
principle that an individual has to imow the "basics" of each field before he
can create. This, of eours?, leads to convergant teaching in all aspects of the
arts: a student mst kncw how to draw hefore he can be creative, and this
invariably means the immosition of a way of meeing on the students (a “schema'l),
and saverely limited their options. This is precisoly the principle on which
acadcnies ere fomnled for, with few exceptions, they serve to perpntuate the
gtatus quo arnd exclude meaningim. irnovaiion.

Creativity, the establishment of irmovative forms, meanings and relationships
in materials is a means of learning, The child, the artist, the creator, has a
view to which ne wishes to gilve form and he draws upon those gkills he has, and
lsarns those which he needs to glve asceptable form to his idea. This does not
mean that all croative endesvours are successful, for creativity, which means
working at the outer edges of one's porception into new snd umknown regions,
involves rigk-taking and occasiconal or frequent failurs . although even in such
instances, learning may teke place. _

In divergent learning, skills are at the service of expression. This is the
best possible relationship. When skills are stressed at the expense of expression,
etidents turn out sompetent but empty work, for skills are pursued for their owm
soka. When a young child lsarns to talk, we do not first teash him the rules of
grammar, but instead, stimelate hig need for expression. In the proceas of
expressing himself, and of stating his needs, hs develops a vocabulary and also
a sense of grammavr, It is vhen he lg maturing and has had years of experience
in talking that he is introduced to grammar.

-Divergent learning in the arts utilizes the uniqueness of each person.  Not
only is it usad, it is priged. Onc of the great - and valid . cducational
prineiples on whioh we are now operating is that every person is unique, not
only in appoarance, but in potentials, abilities, and accomplishment. But one
of the discouraging “ruths about modern life is that, as countries become advanced
technologioally, the opportunities for individuality are leezened; the worker ls o
1little different from the machine in that he performs, with little or no variation,
one or méveral operations. Thlis has a degrading effect on workers - and for most
persons work has no purpose other than to provide a livelihood. Experiences in -
the arts, with thalr opportunities for expressive individualization have, therefore,
become essent:lal to all.

Tt is interesting to note the change of attitude on the part of educational
experimenters during the last threce decades. Judging by chological Abstrarts

. (which prints rosumbs of oxperiwonts from all over the world) 20 years ago there
wzs almogt no interest in the nubire or values of oreativity « and only a very
few researches were being conduoted on it. Now, tho interest in oreativity, as
mecasured by the amount of oxperimentaticn undervway, had increased several manifold
and 15 generally soknowledgoed that oreativity, like :thauigence, is an inborn
tralt to &1l persois,.

Por edussters in the avts, this {0 u healthy .siem indeod, for a basic aotis
penent of arta education is thus recognized. It 1ls Intercating to note that
creativity as an -dasential Tactor in the arts was first introdused un a bwoad
serda by edusetors in the arvs, sapoolally the visual arts. Iatar, it wes
sbraned By faenters 97 “he werlorming erts (rusic, dreama, and denee), v,
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alcrt teachers in all filelds arc interested in ths r8le of ecrez*ive learning of
thelr subjects « and it has been demongtrated that the 21ts have no corner on
creativity.

Ons important distinecticn must te mads, however. Creativity in mathematics
and the sciences takes place chierly at the outer, or growing sdze of theca flelds,
by those individuals who push forward our sum total of knowledge - first in theory,
which, when proven, b2cores fact. Ths major part of the fields of mathematies
anl sclence conslists cf gonerally proven and accepted fasts - and it is trese
w.lch are generzlly tausht in the elementarv snd secondary schools. In the artis,
and the subjectively relatcd flelds, creativiiy is an essential part of instruction
at all levels. Even the paiutings of very yamg children are utninque beth in the
experiences they draw on and the forms which they are glven.

Most school subjects, perhiaps all, represent verying blemds of the convergent
and divergent. In musie, a student, to set down an originsl composition, must
Inew musical annstation, to wite a poem, he must have some skills in writing.

But it is repeated, that espression can be a spur to divergent learning. lany
elementary grade teachers, for example, write down, on dictation from very young
students, poemsg or stories they have composed. For these students, thelir
creativity pracedes the development of writing skills, and their poems and stories
are preserved to serve as catalysts for learning to vrite later.

It should be added that ecreativity in education is most accepted in techno-
logically advanced cultures whare the opportunities for being creative are
thwarted, diminished or desctroyed by machine culture., Yts encouragement in educa-
tion is again a move on the part of edusators to insure in the experiences of its
students an emsential elemant of life which threatens to be extinguished., It
also supplies a neosssary elemant of flexibility and openness to change whioh is
neoded when living in a rapidly developing soolety. My observation has besn that,
in aesthetically, tradition-oriented snd pre-industrial societies, oreativity is
not always a susccessful teaching strategy ror the culture is still providing
opportunities for oreative outlets.

John Mectmrrey(l) in Reasen and Bmotion maokes this insightful statement:

Creative spontaneity, tho quali®y which tha real artist shows us in
abstraction from what normally conceals it, is the sssence of personal
individuality. I must stress that peint., All of us, without exception
bacause we are persons, are esscntially artists. The ospacity for creative
self-expression is our birthright: it i{s wnat nakes us husan. Geniusg is no
mysterious gift that some magieal power oconfers on one man in a million.

1% is not scoething unique and supernatural. It is simply human spontaneity,
the axpressim of personsl Ifreedom. Tuat this seems a startling paradax: is
simply a measure of the derangement of our inner life, owr failure to be

our humar: salves. .

Tae recognition of crea’ivity has opensd new and exhilarating vistas for
oduocation and human develoy~unt.

One other unique aspect of assthetio asubjeota must also he mentioned and it
1s true both in orsating and in perfoming; namoly, that they represcnt a fusion
of the cootional and intellestual not found, generally in experiences in objective
subjectn. Intelligence is required in giving assthetio form to one's emotions

Y Tow Mesmeray - REASON AND RMOTICN « Lobdon, Faber and Faber 1935, p.157.
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in naidng +the haxd S:zefziors on what %9 incluce spd:h-t toexclude. The s irat
a3*U-pr, bsinghighiyersor !, “ssubleciiveand c omrise't2anidedlowithonat s e,
o.8o feciinsg. Trie istiov too..,, th.t subjeetite feelinys orexpresmiciisaic zooThe! . -,
Frnithual=sm s nnt evh, nor is 3 camper tanirum, eithaish both ere expressive and waen G '..:d
by on rooticanliy coaltmnlled Intelledst ean be givan arsthetie form and crder. 7ils
fusicn of the int2llizctuel and the emotional in trhe arts is the roesen they .ro S
erfective In Uwrapy: the dlsturbed indivicazl, torn by caaflictirgz emoliuns, o
rore cofurn baflicen #hat he feels and whae ke knoer, is able to bring them invo
acceptable harmeny by facing vhs eanflict and giving it an order which ha arrives
=t t-ough his oum efferts. liost importanily, he is sble tc 2et zs a 'vhole”
perscn.

Although the azceptance of oreatlvity s increesing, its use in classrooms
is far fror. goneral. Some critics of oreztivity in educa*ion have trarnced 1t =
failure, pointing out that arfter a period cf 60 yeers it is still not widely
used., ¥y repiy is that the introduction of creativity is such a drastiec innova-
tion, that itz wide incorporztion cannot be expected in a brief time. Its £¢ill-
partial acceptance as idea is very recent and it reguires a completely new looit
at ti.e yomg student both by teashers and by teachers of teachers. Eduoation,
being of nacessity a conservative enterprise, does not move rapidly in any new
direciiaon, particularly when many of its canturies.old praotices are threatencd.

VI. SQE CIIARACTERISTICS CF A!D DIFTEENLES AMCNC THE ARIS

Scme further briaf generalizaticns about the arts will be helpful in defining
them and identifying their special charactaristics,

A1l arts exist in gpace and/dér timz. The visual arts are spase arts, while
music is a tine art, and drama, film and dance are space-+ire axrvs. Examples of
the space arts, such as peintinss, can be seen wholly cnd entirsly at onece. Thoy
exist in cpasd and moy be rercoived in s instant, A personh may, of acursc, cpend
days or years in contemplating and in studying works of visusl art in detall, but
as a apace art they are alweys peroceiveble as wholas., (Lixseptions are architec-
ture, soulpture, and other 3.dimensional forms of the visual arts which one can
move through and arcund. Even so, those ocan, from any one view, usually be scen
as wholes). Musio is a time ert; drama and dance are erts of spase-time - that
is, centinuing sagquences of sights and/or sounds. To listen to a Bsethoven
symphonty requires some forty minutes. It ecannot be 'hea:d" in a briefer time
without esither amissions or distortions which destroy the integrity of the work.
Furthermore, the tims arts are generally available only at special rarformances:
after their performances, they no longer exist. Exarples ¢’ ths space arts, as
a pleture or a tuilding have a life of their own, a continuing uwninterrupted
existence. The gpesial performance aspect of drama, musio, ~nd danes imparts
to them a "gala" quality beoczuce the performances usuclly involve the coming
together of groups of people: (Modern devices have changed this somvshat,
Recordings have made mich of the world's music availables for listening to at any -
time; film, radio and television bring to individuals or family groups mus-c,
dance, and dramatic events).

Every area of art has its oreators: superior or mndioosre, avant-guarde or
traditional, well-known or anonymous. Painters, seculphors, composers, dramatists,
and choreographers oreate works for their particular flelds.

In the visual arts, a work onoe completed does not basically change except
as 1t ig affested sicelly; a palnting may become covered with a layer of dirt
which réduces its rillianoe, a sculpiure may be put under different lighting
and thus emphasize hitherto unsecn sttributes of the work, a bullding, posorly
ocared for, will deteriorats. But these conditions or changes do not alter
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Lr Y:ally the fsom er expressica of a work, Tne filelds or owinds, dyra=, and Jiocu,
he vver (el terwed periorming arts), have need for a graevd of ertists who poricn
the works created by the artists: Music has vocalists, vieiinisits, clanists,
ccxductors; drama has astors, directcrs, ad many varie’ics of st-g: teskisione:’
dzz.:3 his dancers and cestumers. All of these irdivi.iuals may b ardicys of high
o 'zr. Few of them, however, create original works. They ut.liize €rad. omiistic
sxtils on re-rreations of the works of cemposers, dranztists, wid Lhorcosraphe.s
A zreat perfoming ertist will in meny ways colour a work he perferms, il a
Chopin soneta, playe2 by z dozen gifted artists, will in all instancss be Inst 0l
recognizable even thsugh each artlist wiil have given it zis o p2rscnal inter.
prztation wilch is in turn recognizable. It could perhaps be s3ic w:at muzical
conrositions, dramas, and dances are not campleted works of art wntil thev are
perormed ~ so that two kinds of atists are needed - creators and per‘otmers.
lary composers have been performers; many playwrights, actors; choreographicrs.
dancers. But Iln more instances than not, actors, singers, and dancers spand 211
their energies on performence; they complement and are essential to the work oo
playwrights, composors, and choreographers. Tne perfciming arts are also refe-red
te o3 re-creative arts.

Croative activity in the visual arts results in original works thet exis® in
space. The visual a—ts are often refer=ed to &s crestive arts, meaninz that 2
person participates in the visual arts enly as a creator, thus distinzuishing
them from the performing erts. The visual arts have no counterpart to performers.
The term performing arts is not satisfactory for it seems to suggest that no
. ereativity is involved in composing musiz, playwriting and choreographing.

Another difference between the creative snd performing arts which hss special
relevance for education may also be pointed out. In musioc, drama and dance cvery
person has within himself the needed matorials for both ereativivr and performance.
No special materials are required (f£ilm, of ccurse, is zn escepiion for egquipment is
essential). OGroups or individuals can sing, tell stories, act, dance. These
arts, therefore, have g particular naturalness and directnass which is a large
part of their appeal. Of course, as art forms bsoume more complax, spacial
costumes, backgrounds, lighting, oto, are daveloped o requirad tn extend tha
range of each.. Thousands of differen’ kinds of musisal ins.ramintc have been
developed and large auditoriums are bull’ for concerts; drerza and danse aiso
make use of costumes, lighting, and oft=zia music in their performanses. Iut the
point is5 that exhilaratirg, creative, and performing esxpariennes in muisin, drama,
and dence can be ocarried on in any classroca regardlcss of its sinplieity or
Impoverishment. Indeed, the direotness of expression vien no preyps are used is
in itself compelling for it calls attention to the art of the performer.

* In the visual arts, by coartrast, some materi:lc ea® tools are always nscdod
for exvression and statemunt. Theso may be raw matouiel.; such as pigrent, pain@ing
surfaces, stone, wood, fibres, ets., or tools such as huushes, chisels, anu ioocms.
These enable tha creator (the artiat o~ student) to produce s lasting product and
in so0 doing exert a mastery over his maierials, a fastor ¢f great psychnlozlcal
importance to him. But these materials and tools also reduce tiie spontonalty
end imuediaocy of expression: although the student or artlist needs ard usss these
materials and tools at the same time they coms between him and his product.

Tt should be sdded that rouarikable work in the visusl arts ozn be Cons with
the simplest of meang. Children in rural aressz ocen male thelr own brushes froam
hairg tckan from horses, oows, and other animals. Earth pigments and slay can
be discovered, dug, ahd prepared. Stons, wood or oley ars svailable over most
of the earrth's surface. This is not to say that more sophisticated materials
end tools are not desirabls. It is to point ocut that vital visuzl aris expariences
are possible in meagre ciroumstanses: there is, in my obscvvation, a low correla-
tion Iin. visual arts clesses between exsellence of materials and sstting and
excellunce of product.
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These differencas smong the arts ere presented beczuse of their relevance
+o0 tha erds in edugaticn for ther supggest the differences in approach and cethod
that are ecalled for between the creative und performing arts. The distinetion
being either disregarded or misunderstocd, instruction in the various aris is
often useless at best or, ot werst, harmful. Urnfortunately, much of the instrue-
tion in the visual arts of many tezchers consists of previding outlined shapes
to students and teir recpsasitility is tc fill in the varicus areas with paint cr
crayon. At best, such saciivities only provide children with opportunity to develod
a largely worthless manual skill and with no educatiocnal benefit beyond belng
"bugy-work". JInereasingly and hopefully, there is a growing numbsr of teachers,
who in the visual arts, see children as creators who set Zown graphic statements
of their own personal visicns of things znd events which reflcet their uniqueness
and individuality.

In the time and space time arts, namely music, drama and dance, most instruc-
tion 1s spent on developing skills to enable the children to sing - either in
solo or unison - to play musical instruments - either in solo ar in groups, or to
take part in plays or to danse. I observed an elementary grede teacher one of
whose great interest was singing, drama, and folk dancing. He tanght his children
songs and folk dances of ths various countries studied in history and geograply.
Of necessity much time was spent in drill - learning the tunes, the words, the
gteps of the songs and dances they performed. His students were in demand for
cammnity meetings and for special school affairs, their intercst was high, and
e8 far as could be obgerved, their learning was intense. They were infused with
something of the apirit of a particular country by singing its songs, wearing at
least an approximation of its olothes, dancing its dances. This teacher was
also very interested in dramatics and every year his class produced a play with
all, or most, of the students having some rle. Generally however, he wrote the
play, or used an already publishsd cne. Here again, under his direction, the
productions were lively and distinctive, and the students were appealing and -
enthusiastie. In brief,this teasher was highly proficient in dealing with the
performing arts. His students were not allowed, except in amall detail, to bring
any of their ocun experienses to bear on what they did or sald. They were acting
as performers caly. It should be added, too, that this teacher wes almost com-
pletely ineffestive as a teacher of the visual arts being quite unable to allow
the students to utilize their own ideas in their drewings, paintings or construc-
ticn. I believe he felt that he was abdicating his rfile as a teacher in accepting
the ideas of his charges and that he was a betier teacher when imposing his own
mcre highly developed and, as he thought, "bettar' ideas on them. Basically, he
Telt threatened %W having to rely on the ideas of pupils as a basis of their work
in the visual arts, and was dicsotisficd with the lcvel of competence they showed
oh the nature of the sontent which might at particular times have been moving or

meaningful to tham,

Besio differences exist beiween teaching methods in the visual arts and the -
performing arts. They require distinotive approaches end handling. Young people
should have opportunities to be oreators as well as performers, and the methods
used in teashing must be suited to the art being engaged in.

VII. VAGES GHMERIIO PROM ART AS PROCKSS: CREATING AND PERFORMING

A mmbsy of imnartsnt values are inherent in the art process aus it ocours
both in oreation and in perfc .

Croating and performing shavper awareness. Bngaging in art astivities, oither
as a creator or performer, tends to sharpen perception and awareness. A person
crewing o chair may well be poeing it for the first time and grive rore arproclas
tion of 1us Fovva crwd perhizps matorials. An adolewount talilng gart In o ocsentos
tion of a piny cunfroants the shades and levels of mosaning in the play, anc uf it
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deals with human problems, certainly gains insights into human resections and
relations., The most avid end critical fans at musical end danpe concerts are
musicians and Jdsncers and students of musie and dance, for their participation in
ane or the other iilelds sharrens both thelr ewareness of gqualities of purformance and
their eriticai fasilities, The same 1s egually true of the visual arts and drama.

The author, for example, has noted that most upper secondary school and college
students who have had little experiense in the visual arts are suspicious and
critical of non-objective paintings. Invaricbly, participative experiences in the
production of sush paintings, even when the results of their efforts are not
distinguished, have stimulated a lively interest in, and the begimmings of, an
agprecilation of non-chlective art. This, of course, is greatly helped by a eritical
analysls of the students' work by the teacher and by the students themselves.
Partlcipation with its direct involvement has sharpened critical awareness and
acceptance more quickly than sny amount of diecussion. ‘

The creator gives coherent form and order to his experiences. The particular
l1dea and feelings which give rise to a work determine what is central and what is
relevant. Choices, therefore, are made snd in a successful work (at whatever level),
cohcrenze 1s developed among the parts. This occurs in painting, soculpturing, the
making of eraft objeots, improvising in drams, music, or dance, in composing, play-
wrighting and choreographing, in faot, in creative astivity in all the arts.

Giving order and form to one's experiences is a matiring process for it is
those persons who can give order to their imner life who are authentis as
individuals. This does not mean that the areative individual is tranquil. He
may be quite the opposite. One of the marks of a ecreative individual, in 21l
fields, is his abllity to sustain conflist and polarity within himself while
seeking for a sointion whish best reconciles oppesing ideas, attitudes, and e-peri-
ences., By contrast, the unsreative individual cannot sustain conflict and tends
to accept the first solution which cames to hand even though it may not, in the
long rm, be satisfactory. :

Nomerous researches on the work of children have demonstrated the elose
relationship between their expsrisnces and thair artistic expressions. Here we
do have proof of the fact that he wurks within his own range of experiences giving
them occherence and struoture, The artist, from the very yamg to the mature, works
with the 1deas he fools strorgly about: his Jays, fantasies, anxieties, shortoomings,
frustrations, and ideals. In a very real senee, therefore, the artist.student,
in oreative pursuit, faces himpelf and in the end nows himsalf,

The performsr eonfronts a well-organirsd uork. Many of the values just
discussed as inhering in c.eative experiences are to be found in performing
expsriences. The chief difference is that from the ocutset, in performing, the
" individual is oonfronted with an alrveady organized work whether it be a song, a
play, or a dancs. As apocforsar, he must master the form he iz ocafronted with
and contribute, in 8o far as is possible, his omn interpretation. In the case
of folk dances, his eontribution may be slight, for little individuality is
possible in them. In freer dances, his opportunities for individual expressiveness
-are groater. In the same way, a choral singer has less opportunity for individual
e.pressivensss than a sololst. But in every cass, the performer comes into oloss
oontast with a well-organized work which, as he practices, he masters. If Le
- ldkes the work, he identifies with it and the order of the work beocomes an interna-
liged order for him and effects and expands the meaning of his experdiences. In a
group enjeavour he also oomes into contact with a condustor, a dramatioc or dance
direector. ‘hwss individuals are chiefly respensible for the interpretation given
to tho works they are direoting. For the performers, however, this provides an
opportnity of sscing an sxilst al work «. with themselves being ths materials .
making desisions, and testing alternatives. The performers as a group are involved

o
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in giving life tc & vork of art from the first tentacive mmethreough teo the pere
formarse, This profess, c:;.:cla.ll' 1f the exill =20d Judgeisent of the diractor a-»
acmired by the studenis, can be a greet art experience.

Th2_creator is the inii_ator and gcntrolilng agent. The aot of creation in
any of the =rts is lanely and solitary. (Tere are group creative expariences,
Wt these are exonpiisnal). When creating, the individual has only himself to
wvar: to end althocugh the prosess 1s lonely and oiften agorlzing, the proocess of
bringiag into being somctiing unigque, which did net exist before and for which
the crzator is responsible, can be exhillarating. Being the initiastor and controlling
agent in any a2stivity is aspeaially important cduring the piresent age of increasing
noassuras for econfermity, of spectctor sports and mass enterteinment, ¢f lcss ¢f
concern for the individual. For here, the individual is central; he controls what

huzppens.

When the werk is shown, seen, or heard elther in proecess or finilshed, there
critical responses to it, by the teacher, other students, a oritic, an auidierce.

It is at this point that the commmiceative potentials of the work are tested. Tor
creators who are stirong in thelr vision and their convicticn, these cenfrontations
are unimportant. The palnter, Van Gogh, although now looked upen as one of the
great mastere of mcdern painting, sold cnly two works during his lifetime. Yet,
in spite of leck of ensouragement, (exeept, notably, from his brother Theo) he
persisted in pursuiig his then-revclutionary vision and ell the world is richer
for it.

Students should be supported in thelr efforts to be true to themselves.
Many students create for their teachers rather than for themselves, especially
when grades or evaluatios are used as a threat. Under sush ccnditions thelr
work cannot be entirely honest, for they are producing, nost waet trney want, but
what they thirk scmcone else likes, 50 tley are not free. Tihis is not to say
that teachers should not criticize. They should, indeed, and in the precoess be

helpful to students. But they should, in so far as is ossible, be sure they
are dealing with honest works of the s'mdents for it is only then that they can
be most helpful in developing psychologlisal confidence and artistic growth.

Values Inhering In the Art Product

The corplated product in art also brings with it a mumber of important
edusational values.

The product is wnique. Uniqueness has been prized in the entire history of
art. An original painting may be extremsly valuable; a copy of it werth little.
The oreative art works of young people are scldam monetarily valuable, but unique-
ness is gtill a prised charesteristic. In fesot, it is irevituble in an honest
work. The poot, Marianne Moare, has sald: "Uniqueness 1s the by«prcoduet of
sincerity', So when any person, of any aze, produses a work which springs truly
from his experience, the work itself is unique. This value is important in
creating a strong senss of self, in developing an awareness of and pride in his
inborn uniquencss. It is also important in an age which tends to ignore the
importance of the individual, or in a school which dces the same. Emphasis on
individuality is also a ocunterbalance to the convergent learnings so prevalent
in education. .

The product is non.materisl. Sir Xermneth Clark, the English art ocritle, in
a leocture onoe said, MALL art is waste", meaning that it had no narrowly useful
function, Or put another way, "Art bakas no bread’, The arts can be looked upon
as a decoration of life, but this slights their vast contributions, for they A
provide us with a large share of our pleasures and with values and meanings. But
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th- sz things, too, arc non-materiai, 12 atiend concaris, 27 ys, ond exdibiti-o
to 2 elevated, trancported, and renewsd. “hey alfeet our spivit and o sensiil-
.28, How critical it is, in this agc of materialisa, and utilitarianisn to
haw2 yomg people engaging in sctivities which are ernds in iemscives, and which
arc carried cn only for the Joys of the spirit which trhey provide!

There is something of the creator in the produst. All art weoiks, r:gardless
of *he ages of the creators are marked by ths personﬂi tles of their malers;
sorething of each creator is left in what he does. Deriving, as an art work
does, from an individual's experiences, the product 1s a projection as well as
an organization of a part of him, Ths freer he is to be open to and mai:» use of
his experiencas and valuss, the greater is the Imprint of his peraonality. i
impartant and minor works of art are generally ldentifisble in terms of time and
plane, and often of creator. This value also coantrasts with the work which 2
student does in an objective subject, such as matiiematics, vhere it is quite
impossible to leave one's impregs on one's school work. A mathematical ecuztien,
even one 8o literally earth- as E ®« M02, has in it ncne of the passicn end

emotions that went into its formulation, or of the personaliiy of its criginavor.
It is cool, factual, objeetive, a product very different tha.n what emcrges in art

activities.

I recall, several years ago, visiting several art classes of an excellent
teacher of the visual aris who, ereatlive teacher that she was, fostered the
individual expressiveness of each of her stucents. I etayed for a while after
her final class of the day to talk about some of the activities she had been
carrying on in her class. Ve happencd to be talking next to a stack of pa'ntings

and drawings of her students and in making points about her teaching and the various

students, she referred to work which they had done. I noted that in going through
the plle ¢f several hmndrod works she never bothered to look at the namo on the
work; instead, she recognized the works as belonging to particuler students by
the unique character which each student had expressed in his work. Put another
way, each student's work was a clear extonsion of hlmself.

The satisfactions are tremendous. This value 1s largely the result of those
disoussed above. The cohtrol, the mastery, the feeling that cnc has cane semething
that only he occuld accomplish, the pleasure of undertakirng a task only for lts om
sake all add up to desp fcelings of satisfaction. Of occivae, any wndertealing woll
done yields satisfactions, but oreative activity in any aroe providans extraordinary
feelings of well-being. Creative people are renewed and refreshed by their am
work. Someone has sald that creative involvement gives an individual a sense of
power; the pcwer that exalts, not the power which corirupts. These deep-seated
satigfactions should be part of the educational expr-icnce 27 all young people,

VIII.VALUES DERYIVING FROM VIEWING ART AS FRODUCT: SEEING, LISIRIGNG
VERBALIZING

. A good deal of education in the arts takes place through viewing azis as
produst: by looking at tulldings and television programmes, bv listening to
symphonies and rock bandes, by viewing dramaz and dance propramnes, nd threush
talking about all the art manirfestations one sces and/or hsars. Put a ganer:lly
oclear distinetion can be made between usually informal contacts with the arts in
a student's daily life, (along with their inoideatal study in cannexion with
participation in an art form) and organized and structured areas of study that
derive thalr subject matter from the world's range of ext products. These would
include such courses as art appreciation, art history, philosophy of the arts,
and theory and criticism. Eash of theso has many subdivisions {the history of ths
varicus arts is generally tanght separately) and each is genherally taught making
oonstant use of examples. History of the visual arts when presented as a special
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course in secondary or ocst-secondary schools 1s usually condusted cn a lecture
basls, s2lthough in many instances a seminar-type situatlon is set up to provide
more opportunity for student discussion and participation. Courses in the visual
arts make uss of projescted transparencies of historie examples: in history or
appreciation of musie, recordings. Some courses in the philossophy of the arts
make little direct use of examples, the assumption being that students come to
them with a broad knowledge of the arts and a familierity with examples. These
vertal approaches to the arts overlap considerably, and tha classifications that
have been presented ere not intended to be mutually exclusive but rather to reflect
aporoaches which have appeared.

Appreeiation, a5 an objective in aeathetic education, attempts to develop
what might be termed a literacy in the arts, that is, an understanding of the
various at forms in order to deepcn and intensify response aid to sharpen and
educate judgement and evaluation. Usually, it is nan-historical in its approach
but makes use of historic as well as contemporary examples. It draws heavily
upon philosophy and aesthatic theory.

Art history usually treats historical examples In sequential order, although
experimental courses have attempted study through other sequences. The relation
between partioular historioc examples and the social ideals and oconditions of the
time is usually explored. Increased use is wisely being made of miseums in the
teaching of arts history and appreciation. A certain amont of philosophy and
theory are also inevitable. Historles of the arts can be studies of great
interest and worth for they etable students to read, look at, and/or hear works
with some understanding of their times of creation and thus greatly deepen and
extend understanding. The visugl arts are at a distinet advantzge over the other
arts in historical treatment, for artifacts exist which go bask for thousands of
years to primitive man through all cultural davelopment to the present. At an
early point in his development, man was undoubtedly skillful in the other arts
as well, but drams had to awalt the development of written language to be
preserved, as music is dependent on nusical notation. Notation in dance is a
reoent invention and, although dances are often performed whose origing are old,
there ims no way of knowing, other than in a general way, developments that
ocourred as they were performed over the centuries.

One very important fastor in appreciation or history is to relate what is
studied to the present and to the manifestations of the arts which the students
ses and know, Ihdeed, it is often best to begin with the student knowledges and
experiences for if they have no respect for, or understanding of them, the
chanose are lessensd that they can attain any or much understanding of historie
examples. This approach also has the advantage of putting the environment of
the students in the stream of history, and thus the students themselves.

Courses in arts history and/or appreoiation have also been set up which
undertake a study of several of the assthetis areas at ance. Such undertakings
require toachsrs of broad competence but, when suococessful, afford students
opportunities to gain sppreociation ctf the arts in relation -ho each other in
var:lws h:ls*torioal pnrioda.

Although m histm and a.pm'ooiatiw can be rewarding areas of study, they
2ll too often degénerate into the wemcriration of names, dates, snd places, Such
- objoutive fasts are: yeadily sampled and the learning of them san bo-objectivaly
moasured. The subjestive values < understanding of works, responding to thoir
Porm, organigatioh, valués and meaning - ave by dentrast voried and elusive.
What is mwore trus 1s that valid responses to the various arts are basieally non-
verbal and the feclings of wender and exsitement, snd of being transported by
works of art, avd very different from talking or witing atout them. Indend, 1f
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words could adequately convey these subjective feelings, the arts that awaken
thom would not be necessary. Each exists begsause 1t expresses feelings that can

be canveyed in no other vay.

Philosophy of art deals with such areas as the aesthetic experience, the
nature, value, and structure of the arts, the relation of art to truth and to
morality. These matters are basic to an examined existence and they have been
written about from varying points of view since Plato's time. Because philosophy
is a matter of abstrastion, intense philosophic study in the arts is of interest
chiefly to those individuals who have had considerable involvement in or are
intelligently curious about the arts. Even for very young children, howvever,
philosophic questions in art can be raised and discussed in relation to their
participative experiences.

The related areas of art theory and eriticism are also deeply rooted in
abstractions. Prinelples of structure and organizatian, although differing from
cne art to another, ocour in all the arts. Valid principles, however, are derived
from a study of a large number of examples: the works lead to the principles, not
the reverse. Prinoiples of art are useful chiefly as eritical and evaluative
devices, or as checks in oreating and performing. Tso often they are used as
rules in the produstion of art; this is the basls of academies and academic work.
The ideas basio to a work of art, at any level, determine its own form and pre-
determining form from the outside, by whatever theoretical prineiple, limits the
freedom of the creator. In recent times, the complexity of contemporary culture
has been reflected in a wide variety of art expressions at all levels which has
often baffled and outraged critics, laymen and teachers. Art oritiecism hasg been
extremely helpful in providing a thooretical and critical basis for the multi-
plicity of aesthetic expressions. Art oriticism also -takes place in any ana.lysis
and evaluation any art work or per-formance, amateur or professional.

Participation in art is invariably accompanied by verbal:lzation of some sort.
The variocuse disciplines which have emerged, important ag they are, are still
dependent on works of art for their validity. This relationship should always
be kept in mind for, if ignored, the verbslized diseiplines of the arts lose most
or all of their meanings. There ig a tendency in art education (as in all of
education) to teach prineciples and abstractiocns either prior to, or apart from
the experiences from which they are derived. For young children, abstrastions
apart from the experiences which generate them have little or nc meaning, and at
best become empty and ussless learning. Used well, history, appreciation, philo-
sophy, theory, and oriticism not ohly i1llumiriate particlpation in art, for both
ocreator and performer, but open up new poesibilities for intensified engagement

and understanding.

IX. STRUCTURE IN THE ARTS

: A major instruotional problem in aestlietic education springs from the fact
that in the domain of oreativity and performance, the arts have no inherent and
teachable structure that 1is central to quality. Skills in al) the areas of art
are espential and these can and should be taught. Fub possession of skill is
no guarantee of quality producstion or performance: - in fast, the world has a
plethora of artists with impressive skills whose produots leave: the observer
unmoved. Ydeally, sidlls develop from expression; not the veverse. An example
of this is Impreasionism, & movemant in which capturing the nature and quality

of light was central to the intant of the artists. To achieve this they developed

a technigque nesded for thelr oxprossive purposes. The eritics, however, viewing
the new tochniquen apart from their new expressive use (and not undeprstanding the
lattar) almost without exception, attacked the new teshnique as heing inept and
wattractive, Mo, of scurse, Impressionistio tachniques are adnired for their
excelle.ce and for their rightnessy for thelr purposes,
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There 13, of cauwrse, structure residing in a segusnee of steps leading to
the cavelepment of ary skill, both in performance and creativity. To a couslderee
cxtent Lo structuring into teaching and understandable sequences is both advigatie
ard neccssary (as the steps In a danse, or the making of a linoleum cut) but it
shold slways be remembered that thesa skills and teckniques are always at the
sorvics of, never the master of expression. In some instances, too much emphasis
on precise techniques (as In water colour or oil painting) influences the nature
of the p-odust to stch an extent that expressicn is largely pre-determined.

Fash ert hag 1ts own partioular kinds of structure; compositicn in the visual
arts, structure in m:sio, dranas and dance. These, too, are important, but, like
skills, are largcly suberdinate Lo expression and are beet learned as needzd in
the process of creation and porformanse. It is chiefly ‘ths highly motivated (and
generally talented student) who is willing to undergo insitruction in structures ror
which he sses only a future usefulness. But, as with skills with media and in
performance, the compositional rules are also subordinate to exrreseion and should
best grow from them. -

A common paradox of complexity and frequent use appears in the visual arts
in relation to the mman figure. The humen figure 1s one of the grsatvest as well
as the most ccmplex subjest in palnting and drawing and a large part of the
world's masterpleces has involved it. Vet the human figure, readily identifiable,
15 the most common subject matter of the drawings and paintings of young children:
hero, there is no conflict between the basic complexity of the subject matter and
its use.

The arts are sometimes referred to as subjects without content, because their
teachable aspects are peripheral, aud not central to, the success of a created or
performed work. All art works have cortent, of course, but the content of any
axpressive work springs from the feelinus of the oreator or performer and is thus
only indirectly within the behavioural purview of teachers. Put another way, the
content of the arts is Imman values and emotional attitudes. Values, feelings and
emoticnal attitudes are, of course, present in many aspects of education; on con-
vergent learnings, except as effiociency s involved, they are not important. In
" divergent learning, they are central. Deing varied, individualized and personal,
they are highly vuinerable to wnthinking demands and expectations of the teacher.,

In the ‘teaohing of arts, the relation zmong the objective, teachable aspeots
of instruction and the subjective interests and aesthetio drives cf the stndents
which determine their use, must always be kept in mind.

X. WHAT NIFDS TO EE DONE

. No educator, genersl or speclalist, can be complacent abcut the status of
aesthetic education in the world's schools., For all bubt a small minority of
young people, it is inadequate in amount, inferior in quality, ar non-existent.
Eduoational systems, throughout the world, are turning cut every year millioas
of assthetic 1llliterates. .

Yet the need for the values inherent in and deriving from aesthetle educa-
tioh were probably never in greater nsed in man's history: the education of the
emotional life; ths mmanizing process which results from dealing with one's
pensibilities in a creative situation; the shatement of the human condition and
aspirations springing from the sensibilities of millions of persons; the prodast
againgt e enormous Torees of conformity and regimentation which threaten to
engulf us all; the noed for the development of a senso of worth and dignity by
every individual < all thess and others are needed as never before. In a very
real senss, the values of aesthetic education are ruming counter to the major
cworants of our time.
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But es the world changes, educaticn changes, ard allrovzh the gieater pa-t
ol our programes of learning derive from comaonly-lield values in & culiire,
innovators have been courageous in urging changes that zre needed to meat present
or emerging threats and dislocaticns. Aesthatic educatiocn is cne of the arecas in
neel of strengthening amd of produsing a citizenry better able to meet th2 une
ce.tainties and dangers wixlch lie ahead., There 1s need for a nxich more gonaral
acneptance of the importance of aesthetlo education, and such acceptanse mast
exist on both commmity- and culture.wide baszes if they ars to be supportive over
a long term. Educational adminlstrators must themselves become leaderrs in the
nead for stronger aesthetlc educatlon programmes, for they more than any other
g-oup are respensible for the specific natuye of school programes. And more
tcachers are nceded wiio, in thelr own education, have had meaningful exparlences
in the arts and who, therefore, have first-hand contact with the forms, the
materials, the techniques and the values of the aesthetic areas.

And lastly, in a time when we are, whether we like it or not, citizens of the
world as well as eltizcnz of a particular ccuntry, we have need of the respect
and understanding of other peoples a process for which aesthetie education is
pecullarly suited. All men are one, and though such rreblems as those of ecchwo-
mics, power, resources or religion may divide us, we can be together in cur admira-
tion, respect and acceptance of each other as parsons of dignlty end integrity.
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