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PREFACE

This second publication in the series Presentations eon
Research in Art Education is comprised of the papers and
proceedinég_of the conference ''Phenomenological Description:
Potential for Research in Art Education” conducted by

the Ph.D. program in Art Educatien at €oncordia University.

The purpose in organizing this symposium was to bring
together scholars from diverse disciplines who could
elucidate on, and contribute to, an understanding of
phenomenological description and its potential for art
education research.

The paper of Professor Wagner provides us with an account
of phenomenological description in art derived from the
work of the noted phenomenoclogical sociologist Alfred Schutz.

The paper by Professor Aoki discusses research developments
in curriculum based on Habermas' three modes of inquiry.
He focuses on the "Situational-Interpretive" and "Critical
Inquiry" modes as opposed to the "Empirical-Analytical"
mode as the bases for new directions in curriculum inquiry.

In his paper Professor Beittel traces the evolution of his
research toward qualitative description of the art process,
and provides us with an understanding of the qualitative
as the regulating principle which governs man's purposive
activity.

The respondents interpreted the ideas im each of these
presentations and discussed their potential for art education
research. The responses to the papers were by Professors
Burton and Zurmuehlen, Bourbeau-Poirier and Boughton, and
McKay and Parker, respectively.

On the final morning of the conference the speakers and

respondents conducted an exchange on the ideas presented.
The transcript of that discussion follows the papers.

Editers

PREFACE

Cette deuxieéme publication de la série Actes de la recherche
en dducation artistique comprend les textes et la discussion
de la conférence intitul&e ''Description phénoménologique du
potentiel de recherche en &ducation artistique' dirigée par
le groupe du programme d'études du doctorat en éducation
artistique de 1'Université Concordia.

Ce symposium avait pour but de réunir des experts dans
diverses disciplines qui soient en mesure, en apportant

des éclaircissements, de contribuer Z une meilleure compré-
hension de la description phénoménologique et de son apport
dans la recherche en éducation artistique.

L'exposé du Professeur Wagner nous fournit une explication
de la description phénoménologique en arts, inspirée des
travaux du socio-phénoménologue réputé Alfred Schutz.

L'exposé du Professeur Aoki traite des recherches effectuées
en matiére de programmes d'études d'aprés les trois modes
d'enquéte d'Habermas. Il porte surtout sur les modes
"situationnel-explicatif" et '"recherche critique" par opposi-
tion au mode "empirique-analytique'" comme bases de mouvelles
orientations des recherches sur le curriculum.

Dans son exposé, le Professeur Beittel retrace 1'é@volution
de sa recherche tendue vers la description qualitative du

processus propre aux arts et nous fournit une explication

qe 1'aspect qualitatif comme principe régulateur des actes
intentionnels de 1'homme.

Les répondants ont interprété les idées avancées dans chacun
de ces exposés et discuté de leur potentiel pour la recherche
en e?ucation artistique. Les commentaires sur ces docuﬁéﬁté
ont &té émis respectivement par les professeurs Burton et
Zurmuehlen, Bourbeau-Poirier et Boughton et McKay et Parker.

La defniére journée de la conférence, les conférenciers et
les répondants ont procédé a un échange de points de vue sur
les idées présentées. La transcription de cette discussion
se trouve a la suite des exposés.

Les Directeurs.




PHENOMENOLOGY IN ART
Helmut R. Wagner

Dans La pesrspective phénoménologique et s0cio-
Logique d'Algred Schutz, Les ants présentent

des "négions de significations". Les objets
d'ant apparntiennent au domaine des choses
nencontrhées dans La vie de chaque jouwr; fLes
techniques de fabrication Les placent dans Le
"monde du travail'". ILs deviennent des objets
d'ant seulement en vertu des intentions de
L'artiste et de La compréhension récepirice

du destinataire (public). Dans Les arnts
d'exCeution, Le ou Les exéeutants servent de
médiateurs entrhe L'antiste et Le public. Dans
chaque cas, Le potfentiel arntistique de L'ceuvre
d'ant est néalise dans Le moment de son
appréciation. C'est sewlement dans £'acte de
vodn une peintuwre ou d'entendre une composition
exéeutée que L'intention créatrice de L'arntiste
nenconthe £'intention nécepirice des membres de
L'assistance. Comme point de hencontre des
ségnifications esthitiques, c'est Le point
critique en @ducation antistique. Afin de
mettre Les oeuvrnes d'ant a La portge des ctudiants
- un public d'ant potentiel - Le caractére
esthétique ou Le ton des sentiments des crhéatewrs
de ces ceuvres, des professeuns comme médiateurs
en Education et des Etudiants comme public potentiel
dodivent etne assez proches Les uns des autrhes pour
pemettne une afpinite suffisante entrhe Les
intentions et Les significations esthétiques de
tous Les thois. La od cette nelation intenieuwre
entrne L'oeuvne d'ant et Les ctudiants, Le
progesseun et L'etudiant, fait dégaut, La
recheache en Education arntistique awra a

5" etendre depuis L'exploration des significations
symboliques exprimées parn L'arntiste dans sa
cneation jusqu'd £'exploration de La qualite

du sentiment de son public potentiel: pour un
Zemps, L'éducateun en arnt peut avoir A se
convertin en anthropologue explonant Les

beso.ins emotionnels et Les inténéts de ses
Studiants.,

Introduction Remark

In this paper,I propose to submit a set of general considerations
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of the complex features of the creation and appreciatio? of
objects of art and the meanings they assume for the artist
on one hand, and his audience on the other. Further, 1
intend to deal with the intersubjective setting in which

the intermediation between artist, work of art, and audience
takes place; that is, with the sphere in which the p?oblems
and difficulties within the areas of art education arise. On
either level, I hope, these expositions will convey some
indication of that method in action on which this conference
focuses: the phenomenological method.

Phenomenology as Psychology

The phenomena to which phenomenology refers are phenomena of
consciousness of "inner" experiences regardless of their

content.

While Edmund Husserl must be recognized as the founder of
phenomenological philosophy, we are here merely conc?rned

with the starting plane of his work:: a phenomenologlgal .,
psychology as the field of "phenomenological description. .
From it, we shall not move towards the lofty and lonely heights
of Husserl's Transcendental Ego but towards the fields of
ordinary people with their common experiences in a familiar
"world".

Phenomenological psychology presupposes the meeting of two
extremes: the immediate grasping of the content of experiences
and the ordering of the observations with the help of an intér—
E;Efive frame of reference. If we have only the fir§t, we wind
up with what in literature is called stream—of—consc1ous?ess
writing: everything is phenomenal and nothing psychologlc: If
we have only the second, we are left with abstract theoretical
schemes: everything is theoretic and nothing phenomenal.

The foundations for a fruitful descriptive phenomenological
psychology were laid in the second half of the last century.

The explorations in question were strictly subjective. TheY .
were carried out with introspective methods, aiming at examining
conscious experiences and discovering the internal forms and
structures in which they appeared. The truly revolutionary
feature of these attempts was the rejection of the speculative
method of philosophical psychology -- the only kind there was ——
and the insistance to deal concretely with the subject matter
of consciousness in the only form in which it was truly
accessible to the psychologist: his own.

Four thinkers from three different countries contributed to
these foundations: The German Franz von Brentano, who es-
tablished the principle of intentionality: you cannot deal
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with perceptions, experiences, and consciousness without being
aware that you deal with consciousness of objects, be they ex-
ternal things, other persons, or feelings and ideas. The
American C. R. Clay, who discovered that the experience of the
present moment is not a point in time but an extended period:
into it reaches that which went on immediately before; and it
reaches forward in anticipation of what is immediately to follow.
The American William James, who gave us the conception of the
stream of consciousness with its free-flowing ''transitive
parts,'" its "'resting places" or "substantive parts,' and its
adjacent currents or '"fringes." And the Frenchman Henri
Bergson, who explored the experiences of "inner time" or
"durée," which cannot be likened to the mechanical conception
of clock-time; and who contributed basic considerations of the
phenomena of memory.

Husserl began his phenomenological explorations in 1900. He
used or rediscovered most of the insights of his predecessors,
developed and synthesized them, and added his own discoveries.
He alone is responsible for giving phenomenological psychology
its most characteristic methodological feature. He established
as a firm procedure what the others had only dimly seen: Pre-
established explanations and judgments are to be prevented

from hiding or distorting the phenomena of consciousness to be
observed; therefore, all such prior "knowledge' etc. was to

be "bracketed" in a 'phenomenological epoché.' (1)

The fact that phenomenological psychologists avail themselves
only of subjective, personal data is not as scary as it sounds:
After all, each person's consciousness is if not a depository
so the ''sedimentation' of all of his or her experiences,
including those of other persons or of his encounters with art
objects. Phenomenological introspection can be the source of a
tremendous range of insights and experiences, including those
of "outer objects'" and other people.

Nevertheless, it remains a lonely undertaking. If we déal with
the creation of works of art, with their appreciation,”and with
art education, we deal not merely with isolated individuals; we
deal significantly with actions in a social realm, with inter-
changes between persons, with collective ideas about art, with
social processes of communication, and with social procedures

of education. This is the baseline of the comnsiderations to
follow.

The Life-World

There is no straight-line connection between phenomenological
description and social matters. Nevertheless, the two have
been linked together in the work of Alfred Schutz. Significantly,
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he started as proponent of Max Weber's "sociology of under-—
standing." With it, Weber had made a step within his field
which may be compared to that taken by the pioneers of phenomen-
ological psychology. He turned away from the positivist
principle of the causal interpretation of social processes in
favor of the interpretation of social phenomena as results of
the actions and interactions of humans whose conduct socio-
logists ought to try to understand in terms of their moti-
vations and objectives. Thereby, a "subjective approach' was
introduced into Sociology: humans with their volitions,
aspirations, goals, feelings, and intentions were put into
the center of the sociological stage.

Schutz saw the tremendous potentialities of this approach which
Weber had merely sketched toward the end of his life. But he
found that its core concept, understanding, was badly in need
of clarification and elaboration. He found the means for
developing Weber's beginnings into a viable sociology in the
insights offered by Bergson, James, and Husserl. The latter
gained particular significance for Schutz, prominently because
he himself had marked the point at which it was possible to
break through the jndividualistic confines of phenomenological
psychology. In an early part of his work, Husserl had turned
from the consciousness of the solitary philosopher to that of
the common human being living in the concrete circumstances of
his daily affairs. This is the consciousness to start with,
the consciousness of "anybody" in the "natural stance.' The
term applies to the ''state of mind" of most of us most of the
time of our waking life, while going after our ordinary concerns
with their practical objectives, using routine procedures and
"naively" take for granted that things and people are what they
are and work or react as they do. Similarly, we expect them to
be or to do the same tomoTrrow. As long as we camn assume this
stance, the "world" around us is reliable. Should we find
unexpectedly that our routine expectations are thwarted, we
have to "stop and think," as Dewey said. We try to find
explanations and remedies, we improvise, seek alternate courses
of action, or give up. In short, when things can no longer be
taken for granted, we are forced to show that we can think, make
decisions, and are not the automatons which positivists and
behaviorists tell us we are.

For reasons of his own, Husserl rushed away from this point of
departure only to find, toward the end of his life, that he
would have to return to it. He now gave it a mew name and a

new connotation: the 1ife-world, that is, the actual sphere of
ordinary life in which the individual with his '"natural stance"
lives, acts, encounters objects and other people, orients him-
self practically toward the pursuit of practical affairs, seeing
this "world" in the light of his actual experiences as a
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composite of the "conclusions' from his own experiences and
observations with the explanations, instructions and directives
he hés received from others. Together, these ingredients make
up his image of the world, of which he knows only a small sector
from.personal experience; all else he knows about in notions
rénglng from well-informed ideas to the vaguest images. This
life-world, from the outset, is populated with others, and it
has its own historical dimension. ’

?t was not Husserl but Schutz who worked out these fruitful
ideas and applied them successfully to the analysis of matters
social. (2) As he has shown in detail, the life-world has its
part%cular features: a cognitive "'style' dominated by pragmatic
considerations and purposes. Part of these concern people
others material objects which are used to make other objecés

to serve for one's personal convenience, etc. Conspicuously’
the life-world is the sphere in which individuals acquire thé
?ecessary skills for handling and making practical objects. It
is not only a pragmatic world, it is largely a world of working.

Husserl added another crucial insight to the conception of the
life-world. Man's experiences in it are fundamental for all
spheres of human life and endeavours. The roots of every other
human interest —- religious, philosophical, scientific

esthetic —- are here: a point which it will be well t; keep

in mind when speaking of the arts and their appreciation.

Provinces of Meaning

While the life-world is basic for all human experiences, it does
by no means exhaust them.

William James was the first to call our attention to the fact
thaF humans live in "many worlds" or "sub-universes." On this
zisﬁs’ S?hutz develop?d hﬁs theory of the "multiple realities"
provinces of meaning. They range from the pedestrian
spberes of daily life to the rational realm of scienceJaqd
ph%losophy5 and from those of esthetic experiences to those of
grlYate fantasies and dreams. In James' words, each such ‘realm
whilst it is attended to is real after its own fashion."
?peaking philosophically, each has its own ontology. Likewise
1t‘has its characteristic style of expression and cognition iés
epistemology and, in a sense, its own logic: what is ”perféctl
acceptable" in one realm may make no sense in another. In 7
Qreams, we are not at all surprised when we fly all by ourselves;
in éveryday life we know that this is impossible. What is ’
obYlous and logical in common-sense thinking may not withstand
scientific scrutiny; in reverse, what is rigorous logical

deduction in philosophy may be nothing but idle speculation to
common sense.
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James had given a priviledged position to one of his psycholog-
ical sub-universes: The ''paramount reality of sensations."
Correspondingly, Schutz bestowed the title, paramount reality,
on the sphere of the life-world. It is paramount not only
because, usually, we spend the largest part of our waking life
in it, but also because we predominantly judge recalled events
in other realms by its standards: we say, it was only a dream;
but we do not dream, "it was only life." Invariably, we use the
same yardstick when gaging the mental sanity or judging the
mental insanity of others.

The gap between the paramount reality of daily life and other
provinces of meaning varies with the characteristics of the
latter. Some are quite incomparable; some elements of the

style of others are comparable and occasionally invite com-~
parison. It is in the very nature of the natural attitude, at
such occasions, to naively judge the ingredients of other
provinces of meaning by its own pragmatic standards. Seen from
their angle, an abstract painting is indeed meaningless: a
picture which does not depict a '"real" object is not a picture.
But even the sophisticated visitor of an intellectual or esthetic
province of meaning will sometimes be tempted to naively apply
the standards of the latter to affairs of the life-world. So,
when a philosopher of physics, with quite astonishing results,
appraises the conceptions of physical objects and processes,

which prevail in the everyday world, by the explanatory standards
of modern physical theory.(3) Or, to take an example closer to
our topic, when an estheticist views a picture in the living

room of an artistically unsophisticated family and explains that
pink-lemonade skies are intolerable.

With these considerations, I do not intend to prohibit the com-
parison of the phenomena of one province of meaning by the
standards of another. However, I want to stress that, first,
it is invidious if it is tied to derogative judgments: the
feelings evoked by pink-lemonade skies may well be genuine.
Secondly, even without such intentions, it is fallacious if

the person making the comparison fails to realize what he is
doing: he judges the phenomena of one province of meaning by
the standards of another; that is, he judges them not in their
own terms but from the outside. Intellectual honesty demands
that, in this case, he spells this out clearly. The same, of
course, is a precondition for any meaningful discussion of such
matters: state your vantage point,

Life~World and Arts

What is the relationship between the paramount reality of the
life-world and the provinces of meaning of esthetic experiences
which, together, from the commonwealth of the arts? It is
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customary to divide these provinces according to physical-
artistic media: the linguistic-literary, the tonal-musical, and
the visual spatial forms of art. Each of them has its specific
characteristics and may be further subdivided. Phenomenologic-
ally, however, they also share significant common features.

At first sight, a work of art is a material object, something
made with technical care by somebody. As thing, it is independ-
ent of its maker; it can be appreciated without reference to
him. A composition, however, is a special case. Its original
form, the written score, is only an instruction sheet for a
technician who handles a certain instrument in order to produce
certain tone sequences. Strictly speaking, the performance is

the only sensorily perceivable object of art in the fields of
music.

In designing a composition and in its performance, technical
skills are involved: the composer must know how to apply the
rules of composition (counterpoint etc.) and instrumentation;
the performer has to master the techniques required for play-
ing his instrument. Similarly, in the visual arts, the maker

of a material object of art has to be a technician: the painter
must know how to prepare his paints and how to apply them with
his brushes to the canvas; the sculptor will have to expertly
handle chisel and hammer, etc.

The physical and thing-character of objects of art and the tech-
niques applied in their production are hard facts. They plant
the arts solidly into the world of work. Without them there
would be no art. Yet, taken by themselves, they are not art
either.

Any man-made object is an object for some purpose. The purpose
is not in the object but in the maker and user. If we do not
see it this way so because thing and purpose are linked in our
consciousness from way back. Thing and purpose, for persons in
the natural stance, are one. Yet we ought to realize that they
do not form an unquestionable unity. That means, in tegms of
the present topic: the "art" is not in the object, it is in
the mind of its creator and beholder.

However, it would be wrong to separate the two completely from
each other. There exists a kind of dialectical relationship
between the two. Art, we may say, moves along a dual track.

One of these tracks runs through the life-world, the worlds of
objects and technical processes, the world of work. The other
track runs through the minds of persons after they have '"leaped"
out of the natural stance and into the sphere of emotional-
esthetic intentions and experiences.

13
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For most of us, esthetic experiences would be impossible without
the object which evoke and mediate them. It may not be amiss to
pursue the technical track of the arts on hand of the example of
a composition, chosen here for its delicate complexity.

Typically, a musician will need and use sheets of paper covered
with the score of the composition to be played. These sheets
serve a similar technical function as the pages of a cook book:
They indicate, with the help of a notation system and some
scanty auxiliary instructions, what to do in what succession

on a designated instrument. It is a recipe. The instrument
itself is a mechanical device built for the physical purpose

of producing tones of a certain range and timbre. Whether

the recipe in the cook book or on the score sheet is success-
fully applied, depends essentially neither on writer nor
instrument: it depends on the technical "know-how'" and skill

of the cook or performer. The notational system of the score

is based on a social convention; it can be learned in the

same fashion as the alphabet of a language. In neither case
does knowing what the signs stand for make anyone into a musical
or literary genius. The instrument, again, is an artifact whose
designer and maker, except in rare cases, is of no interest. It
is "naively'" accepted as a technical object. Its features, as a
mechanism, can be explained in terms of an arrangement of tech-
nical components designed to produce tones according to
established physical laws. These tones can be causally produced
by going through the technically appropriate motions in manipu-~
lating the instrument. Again, these mechanics can be technic-
ally-rationally explained, in the same sense as the principles
of a gasoline engine, to any curious twelve-year old. Yet, to
know how an instrument works is not equal to being able to work,
that is, to play it; its technical handling must be learned in

a long and trying process.

To gain technical mastery of the instrument means to have freed
one's attention from the execution of the prescribed technical
sequences of its manipulation. The path from seeing the notes
on a sheet of paper to the production of their prescribed

tone sequence is reduced to a quasi-automatic action. Only the
achievement of this will enable the musician to devote his
attention fully to the 'meaning'" of the composition and its
expression.

Like composing, painting is a lonely art form. Unlike composing,
it yields a material object which does not have to wait for a
performer in order to be brought into the sensory field of a
beholder. The physical means of its presentation are not hidden
behind a denotional system like the colors in the diagram of a
"gumbers painting' for would-be artists.
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The thing-character of the visual art object places it within
the sphere of the paramount reality of daily life next to
practical objects. It may be put to purposes other than those
which lead to its creation. Since it does not have to be per-
formed, it is there in complete separation from its creator.
In contrast to the simple process of putting musical notations
on paper, which can be done in the most sloppy fashion without
in the least impairing the artistic value of the composition,
the making of a painting is a slow and most painstaking tech-
nical process. The artist, so to speak, stands constantly
with one foot in the working world and the other in that of
artistic fantasy.

The thing-character of a visual-arts object completely eliminates
the need for a simultaneous presence of performer and audience
which makes for a vivid intersubjective reciprocity of the
musical experience. The viewer looks at a dead object, not a
1ive musician. If the painting has an esthetic effect on a
viewer, it issues completely from its symbolic character. The
canvas is a stand-in for artistic meanings: that of the

artist's intention and that of the beholder. They may be widely
at variance.

The technically conditioned separation of the artist from his
potential audience is one of the root problems of art education.

Seen in terms of their technical character, the differences
between the musical and the visual arts are considerable: the
sensory appeal to the ear cannot be equated to that to the eye.
A musical composition comes to life only when performed and
heard. By contrast, a painting is brought finished before us.
Phenomenologically, this makes for a quite crucial distinction
in the way in which works belong to the two realms are apper-
ceived and experienced. In the first case, the event of
appreciation is essentially an event in time; in the second
case, it is an event in space. This makes for a striking
difference in the way in which the inner perception of a-Wgnk
of art as a whole can be achieved. A composition in perform-
ance unfolds itself gradually in the flow of its musical
phrases and themes: it can only be perceived as such a suc-
cession of flowing parts. As Husserl called it, it is built

up polythetically in the beholder. Only after the performance
had ended, will the listener experience and achieve a synthesis
of the performed work, that is, grasp it as a whole. By con-
trast, a painting is immediately seen as a whole, at one glance,
or monothetically. We may pay attention to its details after
having grasped it in toto. But, whether the event of appreci-
ating an object of art essentially in time or in space, it
remains an event. It is this fact which constitutes the pheno-
menological similarity of experiences of art in spite of the
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diversity of forms, media, and apperceptual dimensions of their
concrete contents and appearances.

This similarity of the phenomenological experience of works of
art, then, rests with the character of the experience of any
work of art as an event. A painting, too, is transformed from
a material object into an object of art in a performing act
which is as fleeting as the presentation of a composition. It
comes to life only when viewed by somebody who perceives it not
as a piece of canvas smeared with paint but who sees it as a
picture. Its object-stability is deceptive: any object of art
becomes an object of art only through an event: the event of its
intentional appreciation as a medium for the expression and re-
flection of artistic meanings.

The consideration of the relationship between the material and
life-worldly externality of objects of art and their emotional-
esthetic=artistic content leads to the following conclusion:

the material existence of a piece of art is a mere potentiality.
The realization of this potentiality depends not only on an
intentional act of apperception on the part of the beholder, but
on his ability to connect the apperceived object with meanings
which are rooted in some intangible spheres of his inner life.

Understanding an Object of Art

The term, meaning of an object of art, is equivocal. The
question is: whose meaning?

Basically, there is the meaning it has for the artist, the
intent of its expression; and its effect on the beholder, its
meaning for him. In the case of a composition, the performer

is inserted between artist and listener; in re-creating it,

he re-interprets it. And if a philosopher of esthetics explains
to us the "real meaning" of an object of art, he adds a kind of
meaning very different from the others: it is not gained in the
immediacy of experience but based on reflection. Of course,
agreement between the immediate meanings of a work of art is

not a foregone conclusion either.

Similar equivocations occur when we speak of "understanding" a
work of art: Do we want to understand the intentions of the
artist? the meaning attached to it by a beholder? the inter-
pretative intentiomns of the performer? or the theoretical ex-
plications of the philosopher?

I surmise that, in art education, one deals to a sizeable degree
with the last kind. The difficulty with it is that, often, it

is an attempt at transposing symbolized meanings, expressed in

a non-linguistic medium, into the medium of language. The latter
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originated in the pragmatic purposes of everyday life, and re-
mains rooted in it. The literary arts transcend the pragmatism
of language. However, in other art forms the discrepancy between
artistic medium and verbal explanations remains formidable. It
is difficult to evoke the same kind of feeling through words
which ought to be intuitively experienced through other sensory
channels. The attempt has been made many times. But we should
realize the necessity to go beyond such an indirect approach. A
maximum of efforts should go into attempts at understanding the
three originary forms of artistic meaning: that of the creator,
that of the beholder, and that of the performer.

Art in Action: A Social Phenomenon

These considerations imply, first, that art is a deeply subjec—
tive matter and secondly, that it is a matter’of multiple sub-
jectivities. Thus, it gains intersubjective significance, that
is, leads to direct involvement of individuals with one another.
The following constellation results:

The intention and motivation of the artist and his project.

The realization of this intention in the actual process of
creating a work of art: the use of material media as means
of forcing the artistic idea (meaning) into a permanent yet
symbolic form for future appreciation.

The event of the appreciation of the work of art by members of
an audience.

The motivation of the beholders, the reasons for their interest
in, and their preferences for certain arts and artists.

The effect of the event of appreciation on members of the
audience: their understanding of a work of art and the meaning
it gains for them.

I

.

The core of this pattern is the event of appreciation, the .
crucial nexus in any province of art. Here, the spheres of
artist and audience overlap: his intentions and meanings
encounter the intentions and meanings of others. Since this
"encounter" is directly mediated by the physical medium used
by the artist, it also decides what kind of audience an artist
can have.

An audience of isolated individuals occurs in two common forms:
readers who absorb a work of fiction in solitude, and viewers
of pictures in a gallery who view them solitarily although in
the accidental presence of others.
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Some media demand performers who present a work of art in person
to an audience. Cases in point are: a poetry reading, a piano
recital, the performance of a play or an opera, the appearance
of a chamber-music group or an orchestra.

A performer is a personal mediator between artist and audience.
Vicariously, he has made the composition his own; he has
definite ideas about its meaning and presentation; and he per-
forms under the influence of the reactions of his audience.
Only by drawing the audience vicariously into his performance
can he gain that kind of intersubjective contact with which
the performance would fall flat.(4)

The pattern becomes more complicated in the case of the perform-
ance of an ensemble, a theatrical or musical group. Our under-
standing of what, here, is intersubjectively involved, has been
greatly advanced by Alfred Schutz. His essay, '"Making Music
Together," is a beautiful "study in social relationships" among
chamber-music performers. After showing what the individual
member of the group brings to the performance in terms of prior
instrumental skills and musical understanding, Schutz entered
into a lively description of the quite complex spontaneous pro-
cess in which the performers-in-action relive the inner exper-
iences of the composer, or at least a, for them, adequate
facsimile of it, while being in the 'vivid presence' of one
another. Each performs his part while seeing and sensing the
facial expressions and movements of the others, and hearing the
blending of the polyphonal melody they are playing together. At
the same time, they all anticipate not only the next phrase of
the composition but also the next instrumental action of his or
her partners: ''Making music together" is a highly spontaneous
intersubjective and interactive experience whose success, the
resulting performance of the composition, is not at all ex-
plained by the mechanics of each of the instrumental voices
involved, as notated in the score. Neither does it result

from the external synchronization of the "tempo" of the parallel-
running performances of the musicians, which could be marked out
by a metronome. (5)

Schutz's descriptions, however, cover only one of two intersub-
jective spheres which are here involved. The other, which cuts
across the first, is the subtle, osmotic flow of emotional
meanings linking the audience to the performers.

A1l this considered, it is not astonishing to see the immense com-
plexity of the problems of art appreciation and education. In
the language of research, each of the factors mentioned is a
quasi-independent dimension of the whole: each point of linkage
and transition from one to the other is problematic and potent-
ially critical. The whole is a fragile structure; it could
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easily become disjointed.

I do not know whether or to what degree you share my feeling

that at present, in this and other respects, we live in a pre-
carious if not critical situation. If you do, and have decided
to face this situation, I suggest that you start with the pre-
liminary quest for an understanding of the multiple problems on
hand. My expositions, thus far, may be taken as a loose out-
line of an extensive program for basic research, enlightened by
phenomenological insights and not directed at specific dimensions
but at their interrelations and interdependence.

Social Problems of Art Education

I take it that art education, in North America, is largely an
attempt to bring appreciation of the arts to those segments of
the young generation who pass through the system of higher edu-
cation. The major aim, then, would be that of educating art
audiences for the sake, of course, of making the life of indivi-
duals richer as it otherwise would be.

Why has the intention, to bring artistic creations closer to
students, become a problem?

At its inception in our civilization, the esthetic-expressive
realm we call the arts was created as the festive affair of all
members of a community of life. There were neither separate
arts nor individual artists. Everything and everybody was en-
veloped in the same feeling tone. The history of our arts is
the story of the destruction of this community of life: of the
reduction of the appreciation of the arts to that of a social
elite, of which present day middle-classes and students are only
the latest and broadest stratum; of the growing isolation and
alienation of the artists from society; and of the institution-
alized measures to educate art audiences.

Today, there is no effective community to which artists -and
audiences would belong. There are growing difficulties .in
finding affinities between the feeling tones of artists ‘and
the public. We are even losing the subterfuge of art edu-
cation in the 19th Century, when educated strata closed them-
selves off from the ugly realities of their social existence
by indulging in a cult of the Renaissance and of Classical

Greece.

That such romanticism had been possible at all, was due to

the fact of the separation of meanings intended by the artist
and the meanings attached to his work by an audience. Modern
intellectuals are remote from Classical Greece; but they find
something in its art they can translate into one aspect of their
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Since works of art are defenseless against inter-

rn generations could keep the Greek arts

ble to give it an esthetic interpretation
inclinations.

own feelings.
pretations, various mode
in focus, each of them a
in accordance with their own

Through this interpretive—adaptive technique, ?aCh new audience
generation came up with a new version of a?t history and art
interpretation. I suspect that this technique has lost its
efficiency: we are running out of possibilities of connecting
the classical art forms with the ever changing feeling tomnes of

present day generations.

There are two reasons for this. One of them is the existence of
modern artists. Toward the end of last century, they started to
find out that they could not express in the forms of the classical
tradition what they had to express in their media. Thus, they
began to violate the established rules of their crafts. Their
new styles separated them the art establishment and thus increas-
ing rejection and isolation. Some of them fell into despair.
Others responded to hostility with hostility, and decided to
declare war on a society which denied them recognition and exist-
ence.(6) By the time an avant-guardistic segment of the art
public had come around to accept intention and style of a genera-
tion of modern artists, the latter were already supplanted by a
successor generation with often drastically different stylistic
innovations. The arts of the twentieth century, largely became
discontinuous.

In their extreme forms, these developments annihilated the esta-
blished standards without lending itself to the creation of reli-
able new standards. I concede that standards mean nothing in the
face of spontaneous reactions to a work of art. But the lack of
standards makes itself felt when we try, for instance, to convince
someone that maybe his negative reaction was too hasty and that he
should take a second look.

The second reason rests with the new audience generations. The
accelerated technical and social changes, the push of economic
shifts, the impact of a series of wars, all these violent exper-
iences have produced not merely changed outlooks and feeling
tones but intellectual disorientation and emotional uncertainty.
In the areas of higher education, the repercussions of these
shifts have been aggravated by the recent rapid expansion of
college enrolment, now embracing not only the majority of all
middle-class youth but a more-than-token representation of so-
called underprivileged strata. The ranks of potential art audi-
ence have been tremendously swelled at a time when the general
psychological discomfort of these generations led to a wide-
spread rebellion against traditional middle-class values and
orientations, threatening simultaneously to strip the established
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ways of art education of their meaning.

There is evidence that members of recent student generations
have found their ways to the appreciation of individual con-
temporary artists and their works entirely on their own, by-
passing art education. Affinities between the feelings of
possibly desparate artists and possibly bewildered young people
may be strong enough, in some case, to link artist and audience,
or at least work of art and beholders. More significantly, also
outside of any curriculum, this generation had brought about a
kind of quasi-community feeling among themselves which found its
expression in Rock and Roll. The "composers' and 'musicians"
came largely from their ranks; their "concerts' drew audiences
whose numbers, enthusiasm, and endurance dwarfed anything in the
history of music. And, in spite of the hysteria of the student
rebellions of the Sixties, I think it constituted the most
thorough ~- not to mention noisiest -- protest of recent student
generations against the generation of their parents and "the
establishment."

There is no doubt in my mind that this social phenomenon, what-
ever it is, is subjectively-intersubjectively the genuine
article. I doubt, though, that it could be compared to the
appearance of Jazz which evolved from folk-music spontaneity
into a legitimate form of the modern musical arts. But, as I
have said, I lack the standards to judge this: who knows what
will have become of Rock and Roll .twenty years hence?

Whether or to what degree academic art education can assert
itself in its role as an educational guide mediating between
works of art and potential audiences, is the problem. There is
always the chance that it can be done, especially when its pro-
ponents are willing to recognize the obstacles against their
efforts which have not been created in the classroom but reach
into it.

Also, it is not a foregonme conclusion that the Rock and. Roll
generations are completely lost for anything else. I remember
students who, at the height of the craze, discovered quite on
their own items of the classical arts, starting with Vivaldi,
reaching for Bach and even finding Mozart.

So there is hope.

A Note on Methods

My presentation had a lot to do with the descriptions of various
aspects of the arts as a basically subjective concern within com-
plex intersubjective relations and technical-social settings. By
contrast, they were short on "method".
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Thereby, I may have manifested my own shortcomingg. However, to
a degree, this was unavoidable. In a very ess?ntlal senée, one
cannot separate ''method" from content whe? h? 1nvolves‘h1mse1f
with the phenomenological approach. Statistical t?chnlques can
be set down without substance. An investigator guided by pheno-
menological insights will always find his "method" entangled with

his subject matter.

Having pointed this out, I may now take an analytical, that is,

a purely artificial step of separating out from my expositions
what has been, in an innocuous fashion, methodologically involved.
Obviously, I will not be able to offer recipes for research pro-
cedures, like the Chi Square Method of a statistician. Instead,

I will have to concentrate more on about what to do than to spell
out, in technical detail, how to do it.

These expositions have been directed upon two major objectives.
One of them was essentially phenomenological and aimed at an
understanding of the inner phenomena of artistic creation, the
symbolic meaning of works of art, and their inner appreciation
by their beholders. The '"methods" involved, here, are borrowed
from phenomenological psychology and will yield results which
constitute what I will call basic research in the area of our
concerns. The other objective was largely sociological and
aimed essentially at a comprehension of the reasons why, in too
many present day cases, the intersubjective 1link between artists
and their potential audiences has been impaired or completely
disrupted. Where phenomenological understanding fails to bring
satisfactory answers, the extraneous factors of the lives of
artists and audiences will have to be consulted.

Speaking first of the basic phenomenological aspects of art
experiences, we can point to the following methodological con-
siderations.

A genuinely first step had been pointed out: you may turn to
yourself as a primary source of experience and subject of observ-
ation: what is my experience when I experience an object of

art? Why does it appeal to me? And so on. This is introspect-
ion; it should be carried out with a serious effort to keep

your preconceived notions out of the inmer picture you are trying
to gain. Such introspection is invaluable as a source of first-
hand insights. But, after having gained them, remember that your
own experiences do not exhaust the world, and not even the world
of the arts. What you gain in this fashion, is a good basis for
formulating questions which you will have to pursue by asking

and consulting other persons.

There is no logical second step after this. There is the
attempt at learning what the intentions and motivations of an
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artist are; if possible, from himself. But even if you could
establish human contact with him, you must not forget that,
essentially, he does not express himself in words but in his
medium. It will take a good amount of sympathetic introspection
to get what is important for him.

In most cases, we can only deal with an artist's work. It may
allow us if not to reconstruct so to imagine what he may have

meant —- always keeping in mind that, now, we are involved in

interpretation of the work but not in understanding the person
of the artist. Motivational interpretation may be precarious,
but it must be tried as long as we insist to treat works of art
as creations of humans.

With the attempt at arriving at the artist's intentions and
meanings by contemplating his work, we necessarily allow our
subjective understanding enter into our consideration. Thus,
we are moving from phenomenological description to phenomen-
ological interpretation. This is acceptable as long as we are
not reporting ascertained facts but possibilities: given this
particular work of art, it is likely that its creator connected
this particular meaning with it.

Another, more definite, step away from the phenomenological-
psychological level occurs when we turn to the symbolic content
of works of art. Here, at least in one significant sense, we
are shifting the investigation to a-social and historical level.
The symbolism involved here is largely social, that of social
communities or groups. The objective, then, is to establish

the cultural, religious-communal meanings (and others), possibly
connected with inquiries into the art styles of certain periods.
Since much excellent work has been done, in this respect, by
Ernest Cassirer, Susanne Langer, and others, including phenomen-
ologists, it will be best to start with their investigations.

Turning methodological attention upon the musical or theatrical
performer, we come into an area intermediary between phenomen-—
ological psychology and intersubjective-interactional inquiries.

A performer will have to be understood both in his own motiva-
tion and in his understanding of the composers whose works he
performs, etc. But the study of performing groups reaches into
the sociological sphere of interaction and the study of inter-
subjective relations. Schutz's study of 'Making Music Together"
is a brilliant model for such an investigation. Like Schutz,
some-of you may have here the advantage of being able to involve
themselves directly in such undertakings.

Turning from artist and performer to audience, we are getting
deeper into sociological territory as well as into the fields
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of our most serious problems. The crux of the mattex, here, is
to gain access to the feeling-tone of any potential art audience
on the one hand, and possibly at the larger social conditions
which may influence it? 1If the distance between the meaning-
content of the works of art in question plus its understanding
by the art teacher and the potential audience groups of students
is too large, more drastic steps will have to be taken.

In case a researcher finds out that he has not enough in common
with the persons he wants to study, he is well advised to look
first into the literature which may convey to him some ideas
about their background, living conditions, and thinking. This
may help him to rethink the problems he encounters in the nar-
rower spheres of his work. Such efforts may help him to regain
access to descriptive-psychological explorations with possibly
better results.

If need be, an educator may have to temporarily redefine his
own role. If the communication gap between him and some of his
students is too large, he could decide to act like an anthro-
pologist and imagine that he is facing members of a strange
tribe and is called upon to find out "what makes them tick."
This means, that he has deliberately to set aside what he thinks
he knows about them and, at the same time, what he as teacher
wants to convey to them. Instead of trying immediately to es-
tablish a dialogue with them which he considers meaningful, he
should for a while simply observe and listen. This may be
bewildering at first; but it could eventually lead to an under-
standing of their feelings and their interests, so that he will
have a chance to start teaching them.

There is, of course, no guarantee that such an attempt will
succeed; mnot even every anthropologist or sociologist is capable
of doing such explorations. But it is worth the try; anybody's
future work may gain from such an experience.

I am well aware that these "methodological' hints are inadequate.
However, they should have made clear the underlying principle:
There will be no fruitful phenomenological description unless the
person concerned with it inserts himself or herself into life as
human experience.

Concluding Remark

Concerning the possible usefulness of these expositions for those
who are involved in, and concerned with, art education, I cannot
say more than the following: They work in a field in which sen-
sitivity, imagination, and ingenuity are at a premium. I am |
confident that they will find ways to put to use whatever they
may find of interest to them and their work in this paper.
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FOOTNOTES

1. This first epoché&, a form of "bracketing' of both of all pre-
existing interpretations of what appears in one's conscious-
ness and all judgments of the '"reality" of such phenomena,
must be distinguished from Husserl's further epochés, which
he called eidetic and transcendental and which served as
stepping stones of the development of a "transcendental phe-
nomenology' by which he hoped to carry his investigations to
the outermost limits of subjectivity.

2. This is not to say that Schutz was the superior philosopher
of the two. But he was a person with a thorough knowledge
and a keen understanding of the fields and problems of the
social sciences of which Husserl and most of his students

knew very little.

3. To mind comes the famed British philosopher of physics, Sir
A. S. Eddington, who warned us of the immense dangers connected
with crossing the threshold of a room: We must try to step on
a plank which moves past at the speed of 20 miles per second,
and which gives only a treacherous appearance of being solid:
it consists mostly of empty space, in which atoms buzz around
like a swarm of flies. Even if we do not miss the plank
altogether, it would be perfectly in accord with natural law
should we just fall through it into empty space (New Pathways
of Science, 1933: 342), )

4. If a violinist, after a performance, is approached by a music
critic who followed him score in hand and .tells him: I admire
the precision with which you played this passage of a flight
of one-sixteenth notes in staccato, he may accept that as a
recognition of his technical skill. But it may not be his
ambition to be a musical stunt-man, like certain fold-music
fiddlers who play their instrument upside down or in other
contortionist ways without losing a beat. What the artist
really wants to hear is the spontaneous and tumultdus applause
of the audience at the end of his performance, which: tells
him that he has touched their emotions, even if they should
not know what a staccato note is.

5. Schutz is borne out by the following episode. During the
early Forties, records for chamber music players came on the
market, recorded by professional artist, in which one instru-
ment had been blended out. A refugee friend of ours, who had
managed to bring his cello along from the old continent, com-
plained constantly that he did not know any musicians who
would play with him. For Christmas, we bought him a few of
these records so that he could play trios or quartets. He
was excited about the present; but a week later he told us
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dejectedly that he simply could not play anything accompanied
by the records.

6. As example of an artist in extreme defiance, I may mention
Georg Gross in post-WWI Germany. His drawings were a con-
tinuous savage attack on these of his contemporaries who
profited from the catastrophic comnsequences of economic
collapse and inflation. The statements of disavowal, which
he issued after WW Il in the United States makes me suspect
that his earlier artistic acidity was an expression of
agressive pathological tendencies which he projected into the
medium of his art.

Paul Klee is an example of the artist in despair. In the
Thirties, he did a series of canvasses entirely in brown,
containing disjuncted parts of human figures. Friends of

his in his native Switzerland, who had their house full of
Klee's pictures, told me that these paintings directly re-
flected his state of mind: a person on the verge of 'falling
apart'; they feared that, at any time, he may '"really go to
pieces." —- At that time, the anxieties of Klee were height-
ened to the critical point due to the circumstances of his
external life. Prior to Hitler, he mad moved to Germany as

a country preferable for an artist. The National Socialists
did not touch him personally, because he was a Swiss. But
they put his name on top of the list of the exponents of
"degenerate art." He could not exhibit or sell anything.
While he was free to return to his native country, he was

not allowed to take his paintings with him. He felt he had

to remain in Germany simply to protect them from destructions.

7. For an explanation of the basic elements of a methodology
adequate for a sociology of understanding, the appropriate
writings of Schutz should be consulted. They are named in
the attached bibliography.
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)
RESPONSE TO HEIMUT R. WAGNER'S
""A PHENOMENOLOGICAL APPROACH TO ART"
Marilyn Zurmuehlen

Ma néponse est centrnée sun deux exemples de
descniption phénoménologique. John Holt esx
cite en exemple pour avoir utilisé La néduction
phénoménologique en dignorant La qualite unique
des interactions d'enfants avec un violoncelle
afin de comprendre sociologiquement Les thails
Nossentiels" de Leun style cognitif. Les intro-
spections de Robent Coles sun ses experiences
avec £'un de ses patients névélent Le probléme
de £'intersubjectivite. Le doute est vu comme
une caractérnistique essentielle de La position
a adopter en entreprenant une enquéte et La
mémoine comme La clef powr aboutin au sens.

I conceived of my response as an application of some of Professor
Wagner's considerations. I'll begin by sharing a province of
meaning which John Holt (1967) established in his life-world.

On days when I have a lesson, I bring my cello to
school, take it to a classroom and give the children
a turn at "playing" it. Except for the timid ones,
who make a few half-hearted passes with the bow and
then quit, almost all little children attack the
cello in the same way. They are really doing three
things at once. They are making the machine go.
They are enjoying the luxury of making sounds. And
they are making scientific experiments. They start
off by working the bow vigorously back and forth
across one of the strings. They keep this up for
a long time. Just the feel and sound of it are
| exciting. Then they begin to vary their bowing a .:
bit, trying different rhythms. After a while, the§
begin to move the bow so that it touches more than'
one string, or they move to another string. But it
is important to note that the first few times they
do this, they do not seem to be doing it in the
spirit of an experiment, to find out what will
happen. They do it for the sake of doing it. They
have been bowing one way, making one kind of noise;
now they want to bow another way, and make another
kind of noise. Only after some time does it seem
to occur to them that there was a relation between
the way they bowed and the kind of noise they got.
Then there is quite a change in their way of doing
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things. This time they move more deliberately,
watchfully, thoughtfully, from one string to another.
You can almost hear them thinking, "Ah, this string
makes this kind of noise, and that string makes that
kind of noise." But they have to do a good deal of
what seems like random bowing, activity for its own
sake, before they begin to think about what they are
doing. They have to pile up quite a mass of raw
sensory data, before they begin trying to sort it out
and make sense of it.

After they have done a good deal of bowing they begin
to think about using the fingers of their left hand
to press the strings down on the fingerboard. This
does not have much effect, for two reasons. In the
first place, their fingers are not strong enough to
hold the strings down tightly enough. More important,
they do not at first make the slightest effort to be
sure they are holding down the same string they are
bowing. The bow works furiously across all the strings.
The left hand goes up and down the strings, pressing
them here and there, but the two activities are not
connected. While this goes on, I say nothing. After
a while, the child begins to be aware of something.
What? Perhaps his left hand becomes aware, so to
speak, of holding down a vibrating string some of the
time, and a silent string the rest of the time.
Perhaps he becomes aware that some of the time it
does not. At any rate, after a while he begins to
make a deliberate effort to hold down the same string
he is bowing on, looking from one hand to the other.
This is harder than it looks, especially for a little
child holding the cello in a very awkward position.
When he gets the hang of it, he bows away some more,
pressing down here and there on the bowed string,
again in what seems like a random, undirected way,
for some time, before he begins to conduct a series
of new experiments, this time to see what happens
when he moves his hand up and down the string.

It doesn't take a child long, by such steps, to grasp

the basic idea of the cello, the relationship of the

bow, the string, and the left hand. But while he has
been figuring this out, he has been ceaselessly active.
One could say that he is having too much fun--a weak
word, really--playing the cello to want to take time

to figure it out. A scientist might say that, along
with his useful data, the child has collected an enormous
quantity of random, useless data. A trained scientist

wants to cut all irrelevant data out of his experiment.
He is asking nature a question, and he wants to cut
down the noise, the static, the random information,

to a minimum, so that he can hear the answer. But a
child doesn't work that way. He is used to getting
his answers out of the noise. He has, after all,

grown up in a strange world where everything is noise,
where he can only understand and make sense of a tiny
part of what he experiences. His way of attacking

the cello problem is to produce the maximum amount

of data possible, to do as many things as he can, to
use his hands and the bow in as many ways as possible.
Then, as he goes along, he begins to notice regularities
and patterns. He begins to ask question--that is, to
make deliberate experiments. But it is vital to note
that until he has a great deal of data, he has no idea
what questions to ask, or what questions there are to
be asked (pp.47-49).

The children at the beginning of this experience appear to be
functioning in the cognitive style of the paramount reality
~-they are wide-awake, they suspend doubts, and while Holt seems
to compare some of their activity with play, I suggest that
Schutz's (1970) definition of working as, "a meaningful spon-
taneity based upon a project and characterized by the intention
to bring about the projected state of affairs by bodily movements
gearing into the outer world," (p:254) is apt. The last require-
ment has a better fit with this reality if we bracket our
possible preconceptions about the "nature' of playing the cello.
While Schutz specifically designates the play world of the child
as a nonparamount reality, which is not compatible with the mean-
ing of everyday life, I think Holt's point is that for these
children their way of interacting with the cello was taken for
granted by them, and so the act of attention tothe cello was in
the "natural attitude," that is, '"'the mental stance a person
takes in the spontaneous and routine pursuits of his daily affairs”
(Schutz, p.320). il

One of my intentions in discussing Holt's interpretatibh'is that
I think it represents the eidetic approach in phenomenological
inquiry in the worlds of both the children and Holt. During
their later activity the children seem to have established
"essential' characteristics of playing the cello from the spon-
taneous interpretations of their sensory perceptions: Holt's
attention was on understanding the "essential' features of the
children's cognitive style and he seems to have used phenomeno-
logical reduction to disregard the uniqueness of individual
children's conduct in order to sociologically understand such
"essentials." Beyond these attempts at sedimentation of some of
the terminology of phenomenological sociology with my previously
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acquired knowledge, my interest in the Holt account is to propose
it as an instance of a research procedure such as might be gene-
rated from Professor Wagner's considerations.

Holt observed these children in the ''concrete circumstances of
his daily affairs' as a teacher, and his consciousness of their
activities was added to the sedimentation of his previous expe-
riences. By interpretation and in retrospect he has established
meaning for those observations, and he has presented them in a
form which invites our understanding of them. What doubt arose
which led Holt no longer to take for granted the cello-playing
gsituation and so to engage in inquiry? Perhaps his recognition
that the children's beginning interactions with the instrument
were quite different from his own. Once he focused on these
events it seems to be that we find a key, both to his means for
arriving at meaning in them and to his method of conveying that
meaning to us, in Langer's (1953) concept of memory. She writes:
"There is a normal and familiar condition which shapes experience
into a distinct mode, under which it can be apprehended and
valued: that is memory. . .Memory is the great organizer of
consciousness. It simplifies and composes our perceptions into
units of personal knowledge" (pp. 262-263). Clearly, Holt did
not recount the totality of his observations, but rather selected
and interpreted from his memory. I can mention other examples
of memory as an organizer in research--Beittel's use of it in
Alternatives for Research in Art Education, but I assume that
you will experience this more directly from him; a graduate
student I worked with three years ago who employed photographs

to enhance his memory of children's block building; and last
semester another graduate student who kept a journal of children's
interactions with fibers, fabrics, and stuffed forms. Both of
these students arrived at understanding of the "essential"
features of the children's cognitive styles in these situations.

Yet another reason for reading you the Holt selection is in
response to Professor Wagner's statement that "...for the pro-
vince of meaning of music, and possibly others, the neat sepa-
ration from the sphere of the life-world canmnot be maintained,
regardless of how a person may manage to move from one sphere

to the other and back.'" I want to suggest that for some of these
children at least there was a moving from the sphere of the life-
world into the world of art (specifically, music). Although this
may be an incipient aesthetic attention, Langer (1951) points out
that "The earliest manifestation of any symbol-making tendency is
likely to be a mere sense of significance attached to certain
objects, certain forms or sounds, a vague emotional arrest of the
mind by something that is neither dangerous nor useful in reality"
(p. 100). I "understand" the previously mentioned lack of a neat
separation of the life-world and the world of art because I think
I have experienced it with others. In an interview (Zurmuehlen,
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Note 1) with a graduate student who worked in ceramics and sculp-
ture, he spoke of building a dog house: "Jake was at home, but he
was in the rain, so he had to have this house. There was a lot
of pressure to get it built before it started snowing.' However,
when he recalled his thinking during the building, he recounted:
"I even thought that maybe what I ought to do is build another
house like this, and put a large socket, like this electric
socket here, on the inside which would blow the scale of the room.
You know, this little bitty house, say 36" x 30" x 40" with this
1ife-size, reality light socket in it." He indicated his cons-
ciousness of these dual realities by saying, "The idea of the dog
house was to build a very sound structure from engineering givens.
My premise is that the dog will be warm and dry and the house
will be sound. And you always bring to it a certain competency
that you want, and you're making those decisions all the way along
the line, like 'Oh, this isn't a work of art, you know, but wait
a minute. Where do you draw the line about the kind of effort
that you're going to put into it?' And it is an object, just
1like a house would be an object or a table, or a good pair of
shoes, or an automobile. And so you are creating an object into
the world. So where does your responsibility for the word 'art'
and the word 'functional object' come into play?" Such a mixed
attitude also is revealed in the words of the potter, Hui Ka
Kwong: '"Your work, your art, is just like your life. If you
don't want to live then you don't work. If you do want to work,
when you go into the studio you withdraw from the world--and

just keep on, just like you live. Sometimes when you're a little
depressed, you don't do much. But if you feel good and make a
good pot, you live again' (Smith, 1957, p.26).

In discussing methodology Professor Wagner has spoken of the
value of introspection as a ground for forming questions to be
pursued by further means. The following recollections and inter-
pretations of Robert Coles (1975) seem to me to illustrate this
method. He writes:

When I was a resident in child psychiatry at the ;
Children's Hospital in Boston, I came to know Boston's
various museums exceptionally well, and perhaps, from

a somewhat peculiar vantage point. My mother and father
had always taken my brother and me to the Museum of Fine
Arts, the Isabella Gardner Museum, the Museum of Science;
but now I was a daily visitor, and with me were children
who, often, had never been inside "this kind of a place,"
as one Boston youth thirteen--black, and born in rural
Alabama--kept calling Mrs. Gardner's 'Palace” (p. 185).

Dr. Coles describes his unsuccessful attempts for two months to
engage this student in dialogue by asking conventional psychia-

tric questions, and then he reveals: "I was a little desperate
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for myself (what would my psychoanalyst-supervisors say?) and
for him too (what would the school and court authorities say,
the latter involved because of a spate of minor but foreboding
delinquencies, which ranged from playing hookey to small-time

grocery store theft?)" (p.186).

So it was with relief that the

therapist agreed to go for a walk at the patient's suggestion.
Coles recalls that,
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As we walked away from the hospital, the young man
began talking--not much, but more than I had ever
before heard. He would point out cars to me, the
ones he liked, and remark upon their wvirtues: color,
design, equipment. In a few minutes we were within
sight of both the Museum of Fine Arts and the Gardner
Museum. He had never seen either, and he asked me
what they were. I told him. He said nothing. Or
rather, he changed the subject: where could we get

a coke, or root beer--he loved the latter. T did

not really know; we had been walking in the wrong
direction for that. As we came within sight of the
Gardner Museum, he asked me if they had anything to
drink in there, and I said water only, and he said
that he was thirsty enough to settle for that, and

so we marched in. He was stunned by what he saw:

a large and beautiful garden in full bloom in the
middle of a cold, snowy Boston winter. I shall

never forget his immediate and only question: '"How
come they let us in here?" I tried to explain that
anyone could come in on most days, from late morning
to late afternoon. We never talked about the
Gardner Museum very much thereafter. We would go

by it--I took walks with him on each visit and there-
by we got to know each other--but he declined many
invitations I issued to return. Once I asked him
why: "It's a house; I don't think they like a lot

of people in there" I asked him who "they" were.

He did not know; or if he had a thought or two

about the subject, he was not going to say anything.
Instead he diverted my attention to the Bosten Museum
of Fine Arts: "Why don't we try that place?'" We did,
and he liked what he saw--long corridors, large rooms,
and as he put it, '"plenty of place to run or hide."
Hardly a suitable aesthetic response; but I was
surprised by the obvious pleasure he felt--and by his
request that we return there the next time. I told
him we could go there as often as he wished, and he
seemed pleased.

I have since then become much interested in the ways

children express their ideas and feelings in the
drawings and paintings they do. In the three
volumes of Children of Crisis I have so far com-
pleted, and in the two volumes of the series I am
now working on, children's art figures prominently.
Often T am asked how I happened to develop that
interest, and often when I give the answer, I am
met with a degree of incredulity. But the fact is
that the first black child I treated came to love
talking about some of the paintings he saw in the
Boston Museum of Fine Arts, and eventually loved
doing some drawing of his own. And that way he
could talk not only about what he saw or himself
created, but what those '"pictures,' as he called
them prompted him to remember about his own life
(pp. 187-188).

I think the point is obvious that Coles' introspections led him
to questions which he pursued in children's art. In addition,
this account deals with the problem of intersubjectivity, that
is, how is the experience of a successful communication with
another Self possible? Buber (1965) spoke of the solitariness
of man as an originator. '"Only if someone grasps his hand not
as a 'creator' but as a fellow-creature lost in the world, to
be his comrade or friend or lover beyond the arts, does he have
an awareness and a share of mutuality. . The child, in
putting things together, learns much that he can learn in no
other way. In making some thing he gets to know its possibility,
its origin and structure and connexions, in a way he cannot learn
by observation. What teaches us the saying of Thou is not the
originative instinct but the instinct for communion . it is
the longing for the world to become present to us as a person"
(pp. 87-88). So Buber (1965) conceived of dialogue as the
relation in education. He wrote: "Trust, trust in the world,
because this human being exists--that is the most inward achie-
vement of the relation in educatiom. Because this human being
exists, meaninglessness, however hard pressed you are by it,
cannot be the real truth" (p. 98). There is a sense in which
this dialogue can be experienced with those not present through
the use of symbols. John Ciardi (Note 2) speaks of horizontal
and vertical audiences—-the horizontal being composed of our
contemporaries and the vertical of those who lived before us
and people who may live after we do, and so he said, "I write
for Dante."

In dialogue with their art and with him the children with whom
Coles worked constituted their lives out of the meanings which
they gave to their past experiences, and these meaning contents
shaped their future interpretations of experiences. [t is this kind
of possibility for the Self that Langer (1953) refers to when she

35



=

writes: "I once heard an excellent artist, who is also an
articulate philosopher say: 'When I was a young child--before

I went to school, I think I already knew what my life would be
like. Not, of course, that I could guess what my fortunes would
be, what economic situations and what political events I'd get
into: but from the very beginning of my self-consciousness T

knew what anything that could happen to me would have to be like"
(pp. 390-291). How is this possible? Eiseley (1969) tells us
that "We live by messages——all true scientists, all lovers of

the arts, indeed, all true men of any stamp. Some of the messages
cannot be read, but man will always try. He hungers for messages,
and when he ceases to seek and interpret them he will be no longer
man. . . . Each man deciphers from the ancient alphabets of nature
only those secrets that his own deeps possess the power to endow
with meaning" (p. 146). TFor Watts (1967) these messages are
accounted for by his attitude that'". . man is not so much an
organism in an environment as an organism-—environment relation-
ship" (p. 72). Thompson (1972) maintains that "Our schemes of
history tell us more about ourselves than they do of the past...
(p. 196) and this is so because we construct our own realities.
Ornstein (1976) gives us a specific instance of this process:
"Mulla Nasruding wished to get rid of several annoying boys and
constructed a false and intriguing story about a feast which was
supposedly being offered. As he elaborated his story further and
further, the boys ran off to the feast. Nasrudin followed them,
saying, 'It might be true after all,' after considering his own
persuasive story' (p. 27).

The message metaphor holds the ideas of meaning and relationship,
and in the worlds of art this dual attitude seems quite prevalent.
Witness Emily Dickinson's (1968) writing, '"This is my letter to
the world that never wrote to me. U (p.5).

I think it is significant that both Holt's and Coles' accounts

of their inquiries began in the worlds of their everyday working
lives.  As doubts arose about what they were experiencing, Holt's
questions led him to remember the children's activities and,
through phenomenological reduction, to arrive at "essentials" of
their cognitive style. I think he may be considered as living
predominantly in the world of science after he began to doubt--
that is, not to take for granted his apprehensions of the
children's interactions with the cello. Coles' doubts began with
the problem of intersubjectivity. In his interactions with one
adolescent he came to understand that his realities of Boston's
museums and even of psychiatry were not the realities of his
patient. It seems to me that his meaning province moved into

the aesthetic world rather than the scientific world. I suggest
that Coles' understanding of the world of that adolescent derived
from an attempt to deal with his own feelings. There is a sense
in which his account of early experiences is what Langer calls a
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a presentational symbol--it is very close to her definition of
literature as a prime symbol. She considers it crucial to the
expression of sentience, or the feeling of life, that the artist
not be expressing raw emotions, but rather that mediation must
intervene to articulate those feelings. I suggest that Coles'
writing of this account allowed him to comprehend his experiences
with one individual, and then to employ phenomenological reduction
as he sought out experiences with other children in their worlds
of art.

I take it that one of the messages from the phenomenologists is
that doubt is an essential characteristic of the stance for
beginning inquiry; therefore, we should welcome it. However,
as educators we well may ask, ""Are there means for evoking it?"
I think that Ornstein (1976) in his interpretation of Sufism
suggests one method. He writes of the Sufist tales that,
"Although all these were originally intended by the dervish
storytellers from the Middle East as 'teaching stories,' they
have little in common with the parable or didactic story of
most Western cultures. Instead of convincing the reader that

a certain type of thought or action is good, these teaching
stories illustrate patterns of human behavior, and lessons in
intuitive wisdom, which could not be put in any other way. They
guide the reader along unfamiliar philosophic paths. Some are
meant to familiarize the reader with the unusual; and some are
intended to shock--~as a fresh stimulus to mind to upset its
normal patterns of thought" (p. 123). I take it that phenomeno-
logical description may be viewed as a research methodology for
guiding us to be conscious of what was unfamiliar.
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A PHENOMENOLOGICAL APPROACH TO ART EDUCATION
Given in response to Helmut Wagner's

"A Phenomenological Approach to Art"

David Burton

Lesdescriptions de L'interaction et de La
subjectivite en ant d'Helmut Wagnern sont
développées surn Le terrain de £'education
antistique. Les rapports entrhe L' ducatewn

en ant et L'étudiant en art sont rapprochds
phénoménologiquement a trhavens £'objet d'ant,
2'oeuvre d'ant, L'acte cnéateur et L£'experience
de La signification. On a accorde une attention
spéeiale aux problimes de La création et de La
perception de La création.

The phenomenological approach to art described by Helmut Wagner
is characterized by an interactive relationship between the
artist and his audience. This ideally leads to an intersub-
jectivity between them. The work of art is the object of
consciousness of this relationship. It is an artifact through
which the audience is led to the mind and consciousness of the
artist. We see this most clearly in Professor Wagner's example
of the musical composition. The persuasive succession of themes
draws the listener into a pact with the composer. Their commit-
ment to each other becomes more and more inexorable as each
theme unfolds.

The visual artist's audience, on the other hand, is often es-
tranged from him or her by the very fact that the work of art
is given all at once. The viewer, like the listener, does not
linger. The artist's ability to interact with the viewer often
must be achieved in the first instant of viewing. The artist
must capture the viewer's eye with the power and drama of the
work, and simultaneously convey the promise of deeper inter—
action, success1ve layers of subtlety and complexity requlrlng
the viewer's attention in order to be revealed.

In earlier times, this double whammy was produced by represen-
tational images. A successful portrait, for example, depended

in large measure directly on the painterly skill of the artist.
The immediate recognition by the viewer of a masterfully-done
portrait prompted a curiosity into how this miracle was achieved.
Thus the viewer was drawn into the polythetic structure of the
work of art. TInteraction, and sometimes intersubjectivity, was
then able to take place.

Abstract works of art are of coursc capable of the same sort of
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interaction and intersubjectivity. Indeed the argument is often
heard that abstract art is more capable in this respect. However

the interdependence between capturing the viewer's eye and follow-

ing through on the promise of interaction is not so compelling as
in representational art, and therefore, it is harder to achieve.

Consequently many artists settle for capturing the viewer's eye,

and do not bother to interact with him. Obviously, no intersub-

jectivity is likely to occur under these circumstances.

While art education is necessarily involved in the problems of
contemporary art, it primarily (and happily) rests on the rela-
tionships of interaction and intersubjectivity Professor Wagner
has already described. It now falls to me to explicate these
relationships in greater detail in the particular context of art
education.

Relationships are always relationships between things. I will
not keep you in suspense: in art education, interaction is the
relationship between acts and experience, and intersubjectivity
is the relationship between the art student and the art educator.

Interaction and intersubjectivity are merely long words as they
are applied to art education at this point. They lack the con-
text through which their meanings can be understood. They
require the same methodic tracing out that Professor Wagner pro-
vided for the work of art. The first step then is to place the
art student, the art educator and their acts and experiences in
a context which can be recognized simply by its outward appear-
ance. This context is a phenomenal structure, and contains the
object of consciousness toward which we can direct our attention.

An object of consciousness i1s that to which our minds attend. It
is what we focus on. When we first encounter something in the
world, we are likely to be only superficially conscious of it

as phenomena. Phenomena are not the things themselves, but
rather manifestations of the possibilities inherent in things.
We approach phenomena in different ways. For example, a chair's
perceptual phenomena might include its weight, color, and form,
and the experience of sitting in it. Regarded in other ways,
its phenomena might include my memories of it, my expectations
of seeing it when I enter a certain room, and my imaginative
speculations as to what I might be able to do with it sculp-
turally.

By describing phenomena, we gain an understanding of the nature
of our own experience. We then sense another deeper object of
consciousness of which the initial experience is only a part.
We readjust our focus to this new object of consciousness by
setting aside the initial experience.
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setting aside objects of consciousness does not mean they are
eliminated. They remain present, though they are bracketed,
as in a mathematical equation. Setting aside an object of
consciousness simply frees us of the need to attend to it
specifically at the moment. It allows us to push on to deeper
meanings. Eventually the entire phenomenal structure can be
set aside in this way, and the relationships between the art
student and the art educator, and their acts and experiences
can come forward and present themselves to us unencumbered by
artificial points-of-view.

In the case of a structure made up of relationships, objective
goals or purposes serve as the initial object of consciousness.
They in turn can be traced back to the motive forces that make
them necessary. Beyond these motives are the nature of the
relationships themselves.

The phenomenal structure in which I wish to place the art
student, the art educator, and their acts and experiences is
the simplest possible context in art education. It 1s, an
art student making art in the presence of an art educator. I
call this the "art-making situation".

Because we are considering only the relationships between these
four factors, a great many of the nuts and bolts of art edu-
cation can be set aside from the onset. They include the various
other types of lessons typical of art education, such as lessons
in art history, aesthetic education, art appreciation, and so on.
Considerations of artistic medium and technique, content of ins-
truction, and physical setting, are also set aside mutatis
mutandis. It does not matter to their relationship whether the
art student is working in charcoal or clay, or whether he or

she is drawing in the artroom or in the courtyard.

In setting aside the accoutrements of the art-making situation,
the question immediately arises, to what end is all thigyeffort
and material intended? What is art education trying to accom-
plish anyway? T

Obviously the art educator intends for the art student to make
art, to make objects that are in fact art. It is the physical
art object, the painting, the ceramic pot, that is the focus of
their attention. It is the physical art object that is the
phenomenal object of consciousness. It is the physical art
object that both the art student and the art educator refer to,
point at, and talk about in the art-making situation.

But "making art" is not an entirely adequate phrase to embrace
the situation. First of all, art is created, not merely made.

Making, though very necessary, covers only the manipulation of
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materials and the mechanics of certain processes. Making art
allows the art student to deliver the goods. But something more
is needed to be art.

Art must mean something. It has a meaning. When the art student
merely "makes" art whatever meanings are involved are usually
only rearranged from meaning he or she is given or has at hand.
To create art is to actually bring meaning into existence where
there was no meaning before, and this involves considerably

more than the manipulation of materials and processes. To

create art the art student projects certain phenomena into the
world. They are thrust forward in the same way a singer projects
his or her voice. In art education we do not speak of "project-
ing'. Rather we are original, spontaneous, expressive, imagina-
tive, and creative. I would add to these the projective aspects
of memory, perception, and the other modes of consciousness, and

collectively label them '"creative acts'.

The object of consciousness is seen in a different light as well.
It is no longer simply a physical art object. It is now a work
of art. It embodies the meanings of the art student's creative
acts. The work a work of art does is what it means.

It is quite obvious when art is truely being created the art
student attends very closely to the situation at hand. The
entire situation is the object of his or her consciousness, with
the work of art forming a focal center. The art educator
attends to the same creative acts, though he or she is consi-
derably limited in sensing everything the art student senses
just as the art student senses it. The art educator can watch
what is happening to the physical art object, and perhaps talk
with the art student, but these modes of inquiry have their
limits.

It is equally obvious that the art educator is not necessary

to the art student in order to create art. As indispensable

as we like to think of ourselves, the art student is quite
capable of creating art without an art educator anywhere around.
The art educator is therefore cast in a dependent role. His or
her function appears to be contingent on that of the art stu-
dent. This is particularly evident when the art student seizes
the initiative of his or her own creative acts. The moment the
art student shouts Eureka, the art educator is usually left
behind in the dust, catching only an occasional glimpse of the
meaning about to be born in the work of art. The object of
consciousness, the art student's creative acts, become a per-
sonal object of consciousness for him or her, squeezing out the
art educator. The art student, now understanding the meaning of
the work, is able to make quantum leaps that the art educator
cannot follow. The significance of the creative acts needed
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to achieve the work of art become obscured by the meaning of
the work of art being disclosed.

The art educator can view the art student's creative acts quite
reasonably in perspective, as they are sedimented in a pattern
of overall formative experience. Sedimenting means to be
deposited in sequential time much as silt is deposited in se-
quential layers in a riverbed. Layers of meaning or of silt
can therefore be analyzed and understood in cross-section.

Viewing a number of creative acts over a period of time indi-
cates a fundamental shift in the attention of the art educator.
He or she is no longer concentrating on the particular creative
acts needed to bring about a work of art, but rather on crea-
tive acts as they contribute to a pattern of experience ex-
tending over a period of time. Creative acts are now seen from
two different points-—-of-view, as creating a work of art, and

as contributing to overall experience.

This shift away from the work of art may seem somewhat unortho-
dox, but it is precisely what is required for two reasons.
First, the art educator must do away with his contingent depend-
ency on the art student in order to have an adequate basis for
any kind of insightful consciousness of his or her own. This
is done by creating a separate object of consciousness which

is the formative experience of the art student. Second, the
basis for creative acts is grounded in the art student's own
structure of experience as we shall see momentarily. Whatever
insights the art educator might have into the creative acts of
the art student come from this more fundamental level, and so
his or her attention is very correctly directed there.

Art education can therefore be described at this level of cons-
ciousness as creative acts directed toward formative experience.
This sums up its objective goals, and as such, it can be set
aside. But this only begs the question from where do creative
acts and formative experience come? He

Behind the objective object of consciousness is the motive
object of consciousness. The art educator's acts, what he or
she intends through teaching, and the creation of meaning in
the phenomenal experience of the art student, comprise the
motive object of consciousness.

In creating a work of art the art student creates meaning. The
meaning is then sedimented into experience. The important point
here is that what is sedimented is the phenomena of meaning it-
self, not the phenomena of objects. We normally intend pheno-
mena toward objects because we know the objects are already’
there, waiting for us. In the art-making situation there is not

43




art waiting for us beforehand (either as a physical art object
or as a work of art) because art does not exist until it is
created. The art student must work it up from raw phenomena,
so to speak. It begins to exist when it begins to mean. The
work of art's phenomena are meanings; they are not simply
intended properties.

The art educator intends that his or her actions contribute to
the sedimentation of meaning in the experience of the art student.
This can be seen most clearly in his or her concern for the art
student's formative experience. How creative acts are sedimented
into experience is the overriding motive of the art educator.

To the degree he or she is able to sense the meanings created

or sedimented by the art student, the work of art can be guided
and encouraged. This is very important because the art educator
has a great deal of control over what lessons and concepts are
taught, what materials are used, essentially what experiences

are had. His or her presence is indeed an important factor in
the art-making situation.

The art-making situation moves from creative acts directed toward
formative experience, to teaching directed toward the experience
of meaning. Please notice the initiative radically changes the
emphasis of art education from an object of consciousness to an
interpersonal consciousness. This objective aspect is set aside,
and is replaced by an interactive relationship.

In art education, we do not use the term "interaction" very much,
but we do speak of 'finding meaning". Actually the art educator
takes part in the building up of meaning in experience. I do not
think he or she contributes very much to the creation of meanings.
This is the domain of the art student. It is in the sedimentation
of these meanings into experience that the art educator interacts
and finds meaning. The reason interaction serves to sediment
meaning so well is it is the nature of interaction to be sedi-
mented. Interaction is a sequential exchange of views, insights,
intuitions, what-have-you made over a period of time. Meaning is
reinforced at each layer of exchange by the consciousness of the
other person. Because interaction has a continuity over time, it
is readily sedimented, and any meaning in it is likely to be sedi-
mented as well.

The more the art student and the art educator interact, the more
each will come to understand the point-of-view of the other.
Eventually they realize they not only share a meaning, but that
they are a meaning in each other's 1ives. Each sees his own
presence in the life of the other person. This realization is
called "intersubjectivity'". Again, this is a term we rarely use
in art education. Rather we speak of '"caring'.
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We have arrived at the end of our analysis of interaction and
intersubjectivity in art education. Interaction is the rela-
tionship between acts and experience, and is known to us as

"meaning''. Intersubjectivity is the relationship between the
art student and the art educator, and finds its dimension in
"caring". Ultimately meaning and caring bear on one another

and become one in art education.

It is the intuition of ''caring to mean' as the basis for crea-
tion and for art, that the art educator tries to encourage in
each art student. Unless the art student cares deeply about
creating a meaning, nome is likely to occur. There are no
indifferent meanings in art.

But unfortunately this intuition is not conveyed in just so
many words. It is only realized between people who understand
and care for each other's values. Along with caring to mean,
the art educator himself must mean to care. He must have his
fundamental intention caring for the art student and his or her
meanings. The important point here is that the art educator
carries the initiative for interaction and intersubjectivity to
the art student. This initiative is always at hand for the art
educator. This originates with him or her just as the creation
of meaning originates with the art student.
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TOWARD CURRICULUM INQUIRY IN A NEW KEY
Ted. T. Aoki

Dans cet anticle "Toward Cwuiiculum Inquiry in a
New Key", £'auteur, disenchanté par L'absence

de proghls marquants dans La recherche en cwuvriculum
dans Les dernidres amnies, soumet quelques propobdi-
tions. 1L considéne d'abord que La Littérnature

sun Le cwuvniculum est établie fondamentalement sur
La formmulation d'une base Logique du cunriculum de
Tyler de 1950. Comme indication d'un nouvel

examen sérnieux par des chefs de file, AL cite La
thans formation de Bruner et Schwab depuis Leun
adoption de L'enquéte en cwuiiculum basée surn La
mptrnucturne des disciplines". L'appel de Beittel
et de Eisnen poun hetouwwner d La racine de fa
pens€e du cwviiculum et Les demandes pressantes

des "Reconceptualists" de prendre en consid@ration
Le niveau progond de structure et d'intention dans
L'enquete en cwuriculum 4'Etablit a partin des
pesspectives avancées.

Rejetant comme inadéquate La pensée d'un cwuriculum
qui prend powr centre Le "professeun”, "L'engant"”,
"Pa sthucture de La discipline” et . "fa societe",
L'auteun opte pour un cadre plus Large qui englobe
"2'homme et Le monde". En prenant pour centhe un
nouveau foyen, L'autewr assure pouvoir produire de
nouvelles voiles d'orientation pouwr guider £'enquite
sun Le cwuricwlum.

Partant du cadre de trhavail d'Habemmas, £'auteur
esquisse thois orndentations pour La recherche en
cwriicwlum; analyfico-empinique, interpritative

situationelle (phénoménologique) et critique. 1L
conclut en fouwnissant une régflexion persconnelle
AU Aa phophe ordlentation vers L'enqulte sur Le

cwuviiculum.

INTRODUCTION

"There are some good indications that educational
research may have reached a crisis stage with its
major Fisherian experimental design tradition and
perhaps that the paradigm has never worked." (1)

Whether we agree or not with A. J. Magoon that educational
research is in a crisis stage, there are no doubt noteworthy
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indications of search efforts for alternative research possibi-
lities in education. The convening of this conference, Pheno-
menological Description: Potential for Research in Art Education
is in itself such an indication.

The theme of the Conference reminds me of Aldous Huxley who some
years ago admonished us to

"intensify our ability to look at the world directly,
not through the half-opaque medium of concepts which
distort every given fact into the all too familiar
likeness of some generic label or explanatory abstrac-
tion." (2) (Emphasis mine)

In these words Huxley reflects a research attitude with a familiar
ring to phenomenologists: ''to the things themselves" which as a
mode of inquiry, H. Spiegelberg has described thus:

"the direct investigation and description of phenomena
as consciously experienced, without theories about
their causal explanation and as free as possible from
unexamined preconceptions and presuppositions." (3)
(Emphasis mine)

Some educational researchers have begun to show serious interest
in "the directly experienced'", marking for education a real ad-
vance. In this paper, I wish to explore, from a curriculum
generalist's perspective, some thoughts on possible new direc-
tions in curriculum inquiry. This personal exploration has been
motivated, in part, by my general disenchantment with the lack

in recent years of fundamentally significant advances in curri-
culum inquiry and, in part, by my fervent hope that the talks

and discussions at this conference act as a spur toward vitalized
curriculum research praxis.

SOME BELL-WEATHER SIGNS IN CURRICULUM INQUIRY

Since Ralph Tyler's formulation in 1950 of the Curriculum Ra-
tionale, (4) curriculum writings over the last quarter century
have been abundant, making it increasingly difficult to make
sense of the path or paths being trodden. The bulk of this
literature, however, has been devoted to the elaboration of
Tyler's language of ends-means relationships through the use of
increasingly sophisticated but reified languages of systems
theory, games theory, decision theory, and the like.

However, since the sixties there have been bell-weather signs
in curriculum, a few of which we should take serious note. We
who are in the domain of curriculum studies remember the early
sixties when much was made of Jerome Bruner's The Process of
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Education, (5) wherein the understanding of the '"structure of

the disciplines’ was considered to be the open sesame to Curri-
culum Studies. Not many of us remember, however, how Bruner in
1971, ten years after the publication of The Process of Education,
announced what amounted to a refocus away from his earlier stance:

If T had my choice now, in terms of a curriculum
project for the seventies, it would be to find a means
whereby we could bring society back to its sense of
values and priorities in life. I believe I would be
quite satisfied to declare, if not a moratorium, then
something of a de-emphasis on matters that have to do
with the structure of history, the structure of physics,
the nature of mathematical consistency, and deal with
it rather in the context of the problems that face us...
We might put vocation and intention back into the process
of education, much more firmly than we had it there
before. (6) (Emphasis given by Jerome Bruner.)

Likewise, J. J. Schwab, heavily involved in the sixties with
science oriented curricula (e.g., Biological Sciences Curriculum
Studies), advocated, as did Bruner, curriculum thought controlled
by the codification of disciplined knowledge. However, by the
onset of the seventies, we find him grimly commenting to curri-
culum people:

", ..the field of curriculum is moribund, unable by its
present methods and principles to continue its work and
desperately in search of new and more effective princi-
ples and methods... The field has reached this un-
happy state by inveterate and unexamined reliance on
theory in an area where theory is partly inappropriate
in the first place and where the theories extant, even
where appropriate, are inadequate to the tasks which
the curriculum field sets them." (7)

At the turn of the present decade, then, we find both Bruner and
Schwab giving recognition to the inadequacies of existigg curri-
culum inquiry modes but unable at that time to suggest fundamen-—
tally new direction.

Among the few educators who, early in this decade, called for
the need for probing into the deep structure underlying curri-
culum research thought, are two educators, Kenneth Beittel and
Elliot Eisner, both grounded in art education. I have found
them seriously questioning underlying presuppositions of the
dominant tradition in curriculum conceptions and research,
calling for close examination of curriculum orientations at the
root level. 1In Alternatives for Art Education Research, (8)
Beittel urged the uncovering of "the root metaphors in art
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education", ''the experiential core of art", 'the expressive si-
tuation", and in Conflicting Conceptions of Curriculum, (9)
Eisner asked for surfacing 'conceptual underpinnings' and "the
goals and assumptions...of major orientations to curriculum."
Theirs has been a vibrant call for calling into question the
constraining mould of tradition.

In like vein, curriculum generalists labelled "Reconceptualists"
have begun recently to press for recognition of the deep level
value and intent base of underlying curriculum perspectives. For
instance, James Macdonald, one of the senior members of the Recon-
ceptualist School has cormented:

"In the field of curriculum we have been fussing
about with the problem of values and perspectives
for some time... . It is clear that curriculum
thinkers have been unaware of the different levels
and kinds of value perspectives that are involved
in curriculum thinking." (10)

Likewise, Michael Apple concerned with the assumptions that edu-
cators bring to their curriculum work, pointed to the fundamental
difficulty of curriculum thought modes that rest on the models
and language systems that are applied to designing educational
environments and to a large portion of educational research. He
has called upon curriculum researchers to become aware of the
latent dilemmas involved in the modes of discourse they employ,
discourse that tends to obscure fundamental human interests. He

has argued that

1. Educators, especially members of the curriculum field,
have taken an outmoded positivistic stance that disarms
critical self-reflection and have given it the name and
prestige of the scientific method.

2. That because of our lack of reflectiveness, we have per-
ceived our dominant style of scientific rationalizing as
being interest free, when this may not be the case, there-
by contributing to an already strongly manipulative ethos
of schooling.

3. That educators may find it necessary to seek new forms of
rationality that are less restrictive than those on which
they have drawn so heavily in the past if they are, in
fact, to design more humane educational environments. (11)

It is quite apparent that the foregoing authors, particularly
Beittel, Macdonald and Apple, have identified the crisis in
curriculum research as related to the mono-dimensional effect
of the dominance of the traditional orientation to research,
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what Paulo Freire (12) has termed a "limit-situation" within
which many curriculum researchers seem encapsulated.

What seems to be needed in curriculum inquiry, therefore, is
general recognition of the epistemological limit-situation in
which current curriculum research is encased, i.e., a critical
awareness that conventional research has not only a limiting
effect but also to some degree a distorting effect on new possi-
bilities in curriculum research. Accordingly, we need to seek
out new orientations that allow us to free ourselves of the
tunnel vision effect of mono-dimensionality.

Such a search beckons us to probe and to clarify perspectives
underlying research approaches. Fortunately, we in North
America, witnessing a reverse-Columbus phenomenon, have disco-
vered European scholars and their disciples whose scholarship
Radnitzky (13) has collectively identified as the 'Continental
Schools of Metascience'. These Continental scholars have been
concerned with "Ways of Looking at Science’, and their insights
into these ways have provided us with a rich avenue that could
open up possibilities for curriculum research. Notable among
these scholars is Jurgen Habermas, an anthropological philoso-
pher, whose tri-paradigmatic framework will be discussed in
this paper.

CENTRING CURRICULUM THOUGHT

The term ''curriculum" is many things to many people. In attempts
to give focus curriculum people have tried to centre their
thoughts on the teacher (as in the "teacher-centred curriculum')
on the child (as in the "child-centred curriculum'), on the struc-
ture of the disciplines (as in the "discipline-centred curricu-
lum"), on society (as in the "society-centred curriculum"), and
so on. I find these centering attempts too confining, and I
believe that in spite of some vears of activity based on these
centres, these research activities have failed to make'signifi-
cant advances in curriculum thought. I criticize these ""centres"
for not providing sufficient scope and contextuality that allow
entertainment of views of human and social acts we call "educa-
tion". Hence, I find it important to centre curriculum thought
on a broader frame, that of "man/world relationships', for it
permits probing of the deeper meaning of what it is for persons
(teachers and students) to be human, to become more human, and

to act humanly in educational situations.

Given this centre, which I consider to be an irreducible unit,
I am able to view man situated in his world and acting upon
himself and his world. Translated into a school situation (see
Figure 1) I can view two persons, one typified as teacher (P¢)
and the other as student (Pg) with their intentional acts
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directed towards each other and a displayed object (D), be it
canvas, a painting, or "arting-guiding' image or idea. I can

see the teacher and the student, as Dr. Wagneér stated in his
conference paper, as '"humans with their volitions, aspiratioms,
goals, feelings and intentions' (14). Such a centre will allow
me to view a teacher or a student and "an individual in his dual
appearances as a thinking and willing being within the immediate
spheres of his experience and as a social actor involved in inter-~
changes with others in face-to-face relations.” (15)

Displayed object to
which act is directed

Acting Person Acting Person

Ps

/ \

Figure 1: Intentional Acts of a Teacher and a Student

If curriculum is given such a centre, we can bring to unfold mani-
fold ways of viewing ''man/world relationships" (including man-man
relationships), making possible the discovering of perspectives
which undergird curriculum thought.

In this paper concern is, of course, for alternative curriculum
research perspectives or orientations. Hence, it is appropriate
to ask: Is there a formulation of orientations that can advance
our search?

MULTIPLE ORIENTATIONS IN A CURRICULUM EVALUATION RESEARCH:

AN EXAMPLAR
""No program can be evaluated in its entirety. But we
can increase our vision of whatever we are viewing
through the employment of as many perspectives as we

can find appropriate and utilize for our purposes.'" (16)

A province-wide curriculum evaluation research we just conducted
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can serve as an examplar of how multiple perspectives can guide
curriculum inquiry, in this case, an evaluation of a provincial
school curriculum. In launching the British Columbia Social
gtudies Assessment, (17) we initially posed the question: What
are possible ways of approaching the phenomenon of Social
Studies in British Columbia?

We took our cue from what Beittel called appropriately the
"Rashomon effect™, a notion borrowed from Kurosawa's acclaimed
film in which the same event is disclosed interpretatively from
different perspectives. Simultaneously, we were mindful of the
need to counter-balance the dominant orientation in evaluation,
a point M. Q. Patton ably pointed out recently:

"The very dominance of the scientific method in
evaluation research appears to have cut off the
great majority of practitioners from serious con-
sideration of any alternative research paradigms.
The label "research" has come to mean the equi-
valent of employing the Scientific Method...of
working within the dominant paradigm.' (18)

We began our evaluation work aware of the need for multiple
perspectives, and of the potential of Jurgen Habermas' tri-
paradigmatic framework (19) in providing alternative orienta-
tions appropriate for our evaluation research interests.

Guided by these orientations we projected evaluation plans, con-
ducted evaluative activities and compiled six reports. The
following diagram shows how the reports match the framework
containing the three paradigmatic orientations. (20) (See Figure 2)

The orientational framework we used provided three root orien-
tations: the empirical analytic orientation, the situational

interpretative orientation, and the critical reflective orien-
tation. . L

It is to these orientations that we must now turn.
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EMPIRICAL-ANALYTIC SITUATIONAL
ORIENTATION INTERPRETATIVE
ORIENTATION

REPORTS
INCLUDED IN
THE B.C. SOCIAL
STUDIES ASSESSMENT
- 1978 -

N v

T
CRITICAL THEORETIC
ORIENTATION

Teacher Views of Social Studies.

Teacher Views of Prescribed Social Studies Curriculum
Resources.

los]

Views of Goals of Social Studies.

Student Achievement and Views in Social Studies.

Interpretative Studies of Selected School Situations.

= om g QO

"An Interpretation of Intents of the Elementary and Secondary
Curriculum Guides" (in Summary Report, 1978).

Figure 2: Orientational Framework of the Reports

Included in the B.C. Social Studies
Assessment 1978.

THREE CURRICULUM INQUIRY ORIENTATIONS

"Man has been set in this world that surrounds him,
with its rich and varied activities. It may be con-
ceived by the human intelligence and formed by human
action and endeavour. Schleiermacher calls this
world, as opened to our reasoning, understanding and
to our activity, the universum... . It signifies that
great totality of being and becoming, of nature and
of history in which we ourselves are partly links and
partly masters that forge the chain. Our relation to
this universum...is manifold. (@AD)

Man's relation to the world is manifold, and man relates to
this world through varied activities. The quality of the rela-
tionships and the kind of activity depend on the orientation
man assumes in establishing his relationship with this world.
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In curriculum inquiry, there is an array of orientations that a
researcher might adopt (see Figure 3). Here are three possibi-
lities. First, there is the empirical anmalytic inquiry orien-
tation in which explanatory and technical knowledge is sought.
This research mode is familiar to us as ''science’. Second

there is the situational interpretative inquiry orientatio; in
which research is conceived of as a search for meaning which
people give in a situation. Such an account is called phenomen-
ological description. Third, there is the critical inquiry
orientation which is gaining some visibility in research litera-
ture. Researchers within this orientation are concerned with
critical understanding of fundamental interests, values, assump-
tions and implications for human and social action. These
orientations are discussed briefly in the following sections

and a chart summarizing these discussions is included.

EMPIRICAL ANALYTIC
INQUIRY ORIENTATION

SITUATIONAL INTERPRETATIVE

INQUIRY ORIENTATION

{ CURRICULUM

INQUIRY

CRITICAL INQUIRY
ORIENTATION

Figure 3: Possible Orientations to Curriculum Inquity
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Empirical Analytic Inquiry Orientation

0f the three orientations, the empirical analytic is without
doubt the dominant one in education research communities through-
out North America. The "scientific' enterprise, as most educa-
tors know it, is embedded in this orientation and carries with
it the weight of tradition and prestige. Research in education
is typically defined in terms of this orientation, and in typic-
al graduate research seminars in education, we find faculty and
graduate students devotedly engaged in mastering the rules and
techniques of complex and sophisticated designs and analyses
appropriate for this orientation. By rigor in research is often
meant understanding the complex research designs and sophisti-
cated mathematics based statistical analyses appropriate for
this orientation.

According to Habermas, the root human activity of those engaged
in empiric-analytic research or its utilitarian derivatives
(applied sciences) is intellectual or technical work, Seen as

a productive process, intellectual or technical work has as its
basic intent a cognitive interest in control of objects in the
world. By acting upon the objectified world man through work
transforms it, in the process generating empirical analytic and
technical understandings which enhance efficiency, certainty

and predictability. Thus, the form of knowledge sought is
nomological and law-like knowledge that gives man explanatory
power, understood within this orientation as equivalent to giving
cause and effect, functional or hypothetico-deductive statements.

Within this orientation is technical interest in the utilization
of predictive knowledge, as in behavior modification, technology,
engineering, and the like. In support of this interest in tech-
nical control has developed a number of control oriented theories
such as cybernetic engineering, management theory, general systems
and structural-functionalism.

A researcher within this orientation assumes a detached stance
toward his world, which through his intellect and will, attempts
to subdue it. Intellectual control of this world is approached
indirectly, mediated by conceptual constructs, and knowledge
about the world is gained through guided observation and care-
fully designed and controlled manipulation. The scientific
experiment is the examplary paradigm. Hence, the researcher
approaches his world objectively, distancing his own subjecti-
vity from the objectified world. Validation of knowledge gained
in this orientation proceeds through the ground of corroborative
empirical evidences found within this objective world.

Life is viewed differently from one orientation to another. With-
in this orientation there exists a view that human and social
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1ife can be explained away with degrees of certainty, probabili-
ty and predictability.

When a researcher becomes engaged in empirical-analytic research,
he defines his research world through a statement of his re-
searchable problem accompanied by a description of and the re-
search method associated with it. The problem and the method
determine the limits of what he sees in the research situation.
Circumscribed by the problem and methodology used, he collects
relevant data. These data are then transformed into second-
order descriptions guided typically by pre-determined theoretic-
al constructs. What this means is that these second-order des-
criptions (generalizations and idealizations) are once removed
from the first order descriptions of those who dwell in and who
experience life within the situation defined as the research
situation. When scientist Adolphe Patmann said 'Life is always
more than what science can say at any given time', he was re-
ferring to how in order to arrive at these generalizations and
idealizations, the uniqueness and messiness of any lived situa-
tions tend to be reduced out.

Knowing of the reductionism that goes on in second order re-
search ventures, the curriculum researcher needs to be concerned
about what second order knowledge fails to reveal.

Situational Interpretative Inquiry Orientation

At this very moment I find myself situated in my world of
"conferencing'" people. In this world of mine, my "I" is at the
centre. I am experiencing life as I am living it now guided by
my common-sense typified knowledge about educators' conferences.
I define my life by giving meaning to my paper presentation, to
you who are listening or not listening to me, and to on-going
events here as I notice them. I am continously involved in mean-
ing —giving activities as I construct my personal world of mean-
ings. The structure of these meanings is my present reality.

At this moment I see you sitting across from me, in my visual
and auditory presence, experiencing your life of "conferencing".
You are situated with yourself as centre and that central point
is your "I'". You are experiencing life as you are now living it
in your common-sense conferencing way, defining it by giving
your own meaning to things, people and events about you. You,
too, are continuously involved in meaning-giving activities as
you construct your own personal world of meanings. The struc-
ture of these meanings is your present reality.

Hence, in a social situation wherein things, people and events
move together, there are many ways in which they are given mean-
ing by the people in the situation. In other words, people are
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continuously interpreting the events that they experience, and
these interpretations differ from person to person. A researcher
oriented towards situational interpretative research must keep
twosignificant features in mind: 1) people give personal meanings
to each situation experienced, and 2) people interpret the same
event in different ways.

Whereas the most human activity of concern within the empirical
analytic orientation is man's productive intellectual and tech-
nical capacity to work, the activity of concern for those in the
situational interpretative framework is communication between

man and man. Since research guiding interests of the situational
interpretative researcher are insights into human experiences as
they are lived, he needs to direct his efforts toward clarifying,
authenticating and bringing to full human awareness the meaning
structures of the constructive forces of the social cultural pro-
cess. The form of knowledge sought is not nomological law-like
statements but deep structures of meaning, the way in which man
meaningfully experiences and cognitively appropriates the social
world. Hence, when he comes to know situationally, he knows his
world in a different form and in a different way compared with
those of the empirical analytic researcher.

The view of man/world in lived situations is one of man-in-his-
world-of-fellowmen. Whereas in the empirical analytic stance,
as we have seen, man and world are given second-order construct
ions through the medium of conceptual comstructs, in the situa-
tional world man and social world are seen as united. This is
not to deny the objectivity of the social world but rather to
say that the. subjective "]_in-my-world" is in a dialectic rela-
tionship with another's "I-in-my-world'". This means, for ins-
tance, that in my lived world, I as subjective am active, and
act upon my social world; hence, I am able to 'mame' my world.
But I realize, however, that my fellowman subjectively actsupon
his world, names his world, and influences me. In this sense
my "I" and his "I" are dialectically related. Communication is
indeed intercommunication between people in face-to-face situa-

tions.

In seeking out, therefore, the structure of meanings which are
not accessible to empirical-analytic science, researchers in the
situational-interpretative orientations must attempt to provide
explanations of an interpretative kind. That is, whereas 'ex-
plaining" within the empirical-analytic orientation means giving
causal, functional or hypothetic-deductive statements, in the
situational orientation 'explaining' requires striking a res-
ponsive chord among people in dialogue situations by clarifying
motives, authentic experiences and common meaning. The research-
er, hence, cannot stand aloof as an observer as is done in em-
pirical-analytic research, but must enter into inter-subjective
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dialogue with the people in the research situation.

within the situational interpretative orientation there are dif-
ferent approaches, each allowing a description of the meaning
structure in a situation. There is a growing interest among
educators in theoretical studies that falls within the phenomen-
ological attitude. The phenomenology of social understanding
requiring investigation of meaning-giving activities in the
everyday world in the main research interest of some social and
cultural ethnographers, particularly ethnomethodologists who
follow the tradition established by Garfinkel and Goffman. Inter-
pretation of text and text analogues embodied in social-cultural
phenomena 1is the guiding interest of those who engage in herme-
neutics.

Such interpretations are called phenomenological descriptions,
providing accounts of first-order experiences people experience,
without which, it seems to me, second-order descriptions are de-
prived of content. The situationally-interpretative oriented
research is vitally complementary to empirical-analytic research
and deserves close attention by curriculum researchers, parti-
cularly for those whose interest lie in the study of curriculum-
in-use, curriculum development in situ, or curriculum evaluation
in situ.

Critically Reflective Inquiry Orientation

The third form of research is within the orientation represented
by critical theory.

Whereas in the empirical-analytic research mode the root activity
is productive work, and in the situational interpretative, the “
activity of communication, that of critical theory is reflection.
In reflection, the actor through the critical analytic process
uncovers and makes explicit the tacit and hidden assumptions and
intentions held.

We have noted that researchers within the empirical anélYtic
orientation are interested in second-order descriptions'bf‘social
phenomena, i.e., nomological law-like statements resulting from
mediated and systemized theoretical interpretations of experience.
These first order accounts are, we noted, common sense typifica-
tions of meanings which an actor gives to situations in terms of
his immediate acts in his daily on-going life. .Critical research-
ers are interested in questioning these descriptive accounts,
whether they be second order or first order, and in probing for
the underlying bases in order to reveal tacitly held intentions
and assumptions. This process is what some refer to as critical
reflection.
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In critical inquiry the researcher himself becomes part of the
object of inquiry. The researcher in becoming involved with his
subjects, enters into their world and engages them in mutually
reflective activity. He questions his subjects and himself. Re-
flection by himself and participants allows new questions to
emerge which, in turn, leads to more reflection. In the ongoing
process which is dialectical and transformative, both researcher
and subjects become participants in an open dialogue.

However, it is important for the researcher to remember that
critical perspective is a two-bladed knife, cutting both ways.

Werner states:

"We must be reflective of the very perspective we

use for critical sense-making. Any clarifying of
perspective of others or within programs is itself
perspective guided. In arguing for point-of-viewism
one cannot presume himself free of a viewpoint. One
way to deal with this dilemma is to make explicit and
reflect upon the theoretical, and methodological
beliefs within which our own thinking is situated."(22)

Reflection in the sense used here is not the kind of activity
that people as actors engage in in their daily life. For in their
day-to-day existence, actors deal with their concerns in routine
ways without probing beyond the immediate exigencies. Missing is
a conscious effort to examine the intentions and assumptions un-
derlying their acts. However, in critical reflection the every-
day type of attitude is placed in "brackets'', as it were, and
examined in an attempt to transcend the immediate level of inter-
pretation. Critical reflection leads to an understanding of
what is beyond; it is oriented towards making the unconscious
conscious. Such reflective activity allows liberation from the
unconsciously held assumptions and intentions that lie hidden.
These may be repressive and dehumanizing aspects of everyday
1ife which man needs to face in his personal and social life.

For example, at the personal level the content of reflection may
be the "rationalizations" an actor uses to hide underlying mo-
tives for his action. Or, at the societal level, the content

of reflection may be the "ideology" used to speak for social
policiesandpractices,renderingobscure society's coercive in-

terests that lie beneath. 1In this case critical reflection de- -~

monstrates interest in uncovering the hidden "true' interests
embedded in some given personal or social condition.

Reflection, however, is not only oriented towards making cons-
cious the unconscious by discovering descriptions of underlying
assumptions and intentions, but is also oriented towards the im-
plications for action guided by the newly gained consciousness
and critical knowing. It is interested.in bringing about a
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re—orientation through transformation of the assumptions and
intentions upon which thought and action rest. These may be
preconceived norms, values, images of man and the world, assump-
tions about knowledge, root metaphors and perspectives. Critical
reflection, then, with its research-guiding interest to liberate
man from hidden assumptions and techniques, promotes a theory of
man and society that is grounded in the moral attitude of libera-
tion.

curriculum research within this orientation would ask that focus
be given not only on the knowledge structure of life experiences,
but also on the normative structure as well. Thus, in such a
pifocal context, phenomenological description of educatiomal
phenomena may be regarded as incomplete, but significant in ma-
king possible critical reflective activity. For instance, van
Manen describes the work of the School of Utrecht led by
Langeveld, (23) whose interest lies in "phenomenological peda-
gody". Langeveld is said to argue that phenomenological disci-
plines are constructed within the dialogical context of an on-
going situationally interpretative activity but guided by some
meaningful purpose of what it means to educate within the cri-
tically reflective orientation. In describing Langeveld's
pedagogical research position, wvan Manen states:

"educational research must always be structured
pedagogically; that is, it should be grounded
reflectively in the emancipatory norms toward
which all education is oriented.' (24)

As I understand the field of critically reflective social theory
~- and T speak as a novice in this realm -- T see it as a broad
domain, essentially one of the manifold attitudes that man can
assume in relating to his world. Hence, it can have related but
diverse frameworks such as those reflecting disciplines such as
the sociology of knowledge, literary criticism, critical social
theory, praxiology, psychoanalysis and phenomenological pedagogy.
These disciplines deserve close examination by educational re-
searchers for what they can offer in providing a research per-
spective oriented toward human and social transformation and
change.

A PERSONAL REFLECTION

I have given an array of research orientations. By relating to
this array, I wish to conclude with a personal note by making
observations and reflections upon the biography of my research
interests and my personal transformation over the last several

yvears as mirrored in a set of doctoral students' reports of
Eheir research constructs, which in academia go by the name of
dissertations'. They are listed as follows:
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DOCTORAL DISSERTATIONS

Study 1 - A Comparison of Bales' and Flanders' Systems
ols in

of Interaction Analysis as Research To

Small Group Instruction. (University of
Alberta, Robert Anderson)

Study 2 - A Tri—Dimensional Interaction Analysis of

the Valuing Process in Social Studies.
(University of Alberta, Raymond Hanson)

Study 3 - Toward a Cgbernetic Phenomenology of

Instruction. (University of Alberta,
Max van Manen)

Study 4 - Knowledge Organization and Instructional

Systemics: A Problem in the Egistemology

of Curriculum. (University of Alberta, Andrew

Hughes)

Study 5 - Toward & Conceptualizaticn of Ideal Styles
of Curriculum Design Making in Small Groups.

(University of Alberta, Douglass Ledgerwood)

Study 6 Fmic FEvaluative Inquiry: An Approach for

Evaluating School Programs: (University of
Alberta, Donald C. Wilson)

Study 7 - A Study of Perspectives in Social Studies.

(University of Alberta, Walter Werner)

Toward an Ixistential Phenomenolo ical

Study 8 -

oach to Curriculum Evaluation.

Appr
Peter Rothe)

(University of British Columbia,
1 view Studies 1 and 2
to investigate 1ife-in-the-classroom by examining

TIn their studies they approached teachers

in-use.
tudy from an etic stance.(26)

as their objects of s
they examined classroom 1ife as experien
dents using gecond order constructs codi
lysis Systems of Bales, Flanders, OF Flanders modified

first order 1ived experiences of
unexamined.

in Study 3, two perspectives were adopted, one "etic"
other "emic'. Max van Manen's interest in contextuali

to entertain Ceneral Systems
related sub-systems within the instructional system.

ment the etic posture, i
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the actors in the classroom

Completed

1972

1975

1973

1975

1975

1976

1977

as attempts by Bob Anderson and Ray Hanson I
school programs—
and students
In so doing
ced by teachers and stu-
fied as Tnteraction Ana-

. The

and the

ty led him

Theory as a way of exploring inter~
To comple~

he included another perspective to view

In process

went

3

the phenomenon of i .
instruction As a
. part of the stud
y van Manen

examined phen .

Sl an g:zzzioglcally t@e pedagogical relationship betw

s, of Dodl Juan: AeYZ as he interpreted the text of The Teac’ifn

T e qui Wél_?f Knowledge (27) Wherever appro-

| e B ion was written in "the first person e W
some research quarters. singular

Study 4 w i
pretztionzsoiniigigzzj ;gg;iggzzllytiy Basil Bernstein's inter-
logy of knowledge. Andrew Hugheswzxaignzhe e
g ] d Tk
E?igizig;nszgiled in Social Studies curriciTZ Zzgeiazi nglfIEd
Study 5 Doug{asz Etzdy of curricula-in-use in the classroomem_l
"life-styles” and gxie?WOOd set out a culturally based framé ofn
involved in curricul mined ethnographically acts of group membe
T e o [ Sl deyelopment. In Study 6, Donald C. Wil B
ST framewerlC/emlc framework of Pike and the eluéidatson
e o Curr-r 1of gene Glass, and ethnographically studiogy/
rallation” vi 1c? um implementation. Don set aside th A €
iew of implementation and, instead, adopted tﬁe izz-
w

Of Situationally il’lt [) meani t \Y
. er ]’_‘eted i i
. & ngs eaCherS gl e to program

In Study 7 Walter Wermer explored 1lit

. : erature widely 1

vo hi;otEZESszhsr@eanlng of "perspective". e inztiZli; E:giai

e o w1e;1tat10ns, the empirical analytic from his e

interests. He ethEdeznﬁithrggiﬁeE?UtiE e ot e = R

- : ation base b i i

thizr;f kgzzligfii p?;losophical anthropology,yaizpigiizgaiOClo—

e e ? o?t was focussed on an analysis of -~
-in-his-world employs. ’ o

Study 8 is i y e
v an ongoing one. In this study Peter Rothe, concerned
>

with th i b
SituatiinOZEOloglcal condition of teachers and students in th
a curriculum-in-u h i in e
(particula se, has studied existenti i
b o Mrl3lz as expressed by Heidegger), existential lillsm
U erleau-Fonty, phenomenology of ALfred Schutz, Stc...
z, etc..,

to enable him t
o explore the 1i .
the classroom. lived experiences of actors in

Through the us £ :

and eth e of socio-cultural et

ces of nomethodology, he analyzed the day-to-day 1? hnOgraphy
teachers, students and administrators v lived experien-

These ar i
o> theelziungtcurrlculum scholars who have good familiarit
erature of the curri i e
oo the . riculum field, who beca
groundez tﬁr abstracted reification in curriculum thozsﬁtoi =i
emselves for substantive content in at leas% e
one

SC}IOO]_ Sub ect area aIld whO llave stre 1.1 t}l d()[llal“ I reler
3 ngths e

to a "th t v
) ] . "
S e concuc of inqulir . In this connection we are in
- k]

accord with th
e ceneral b1li i -
bact ce! = e public in soundi
asics'", but in our bailiwick, by this ng the slogan "to the
» we mean a thrust into

:he UIlde] l\/ g e ste [ az O1l0 ( e anc ( O ) ca ases
B p 3
X g al 1cC
I g
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which reveal for us in increasing fullness orientations such as

the ones we examined in this paper.

In the brief accounts of the doctoral studies is reflected, too,

a biography of the transformation of our own research orientation,
Increasingly, we have comeé to give phenomenological emphasis.

But at times we felt "suspended as in brackets", wondering whether
or not we were constructing a mystified dreamworld, in the process
estranging ourselves from the mainstream flow of educational re-
searchers. At other times we found ourselves frustrated, finding
difficulty trying to make sense to colleagues how we see our re-=
search world. Im the process, We have become more sensitive to
the urgency of coming to know how to communicate cross-paradigma-
tically at the level of deep structure. We feel there are signi-
ficant educational implications for such a concern.

At this point in time we are asking the question: "Descriptive
knowledge, phenomenological or otherwise, what for?" We take a
cue from the first line of Tao, '"The way that can be described

is not the way.' We find this relevant to education because we
believe education to be a moral enterprise concerned about what
it means to educate and to be educated. In this connection, some
of us feel that the inherent logic of "application” often found
in education talk —-the notion of "applying thought to practice—
should be problematic, at least when reference is made to the
world of people. We feel that for too long "thought" and
"practice' have been set apart, an act which has tended to invite
reified "thought" on the one hand, and a theoretical utilitarian
"practice' on the other. For too long, we have not been aware
that second order thoughts were being "applied" to the first
order social world of practice. A phenomenological study of the
phenomenon of ”application” is called for. Such an explanation
might provide us insight into possibilities of contextualizing
"thought' and “practice” within a new framework wherein the re-
latedness of the situational interpretative and the critically
reflective orientations may lead us further along the way. This
{s our current interest and thrust in curriculum inquiry-

I no longer feel discomforted as 1 did once when Bruner
called for a moratorium, when Schwab pronounced the fact of the
moribund state of curriculum inquiry, OrF when Magoon cried
"erisis" in educational research. There are now curriculum
researchers with whose ventures I can strike a vibrant and re-
sonant chord. Although not too long ago this chord sounded
strange deep inside me, that strangeness ie fast fading. I think
it is partly because in being at a conference such as this, T
feel a sense of emergent becoming. By being here, I am becoming:
T am experiencing a sense of committed involvement in co-creatiné
research paths upon which we might meaningfully tread, as before€
us unfolds a clearer vision of a different research reality.

Today,
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LES AVENUES MULTIFORMES DE L'EVALUATION EN EDUCATION ARTISTIQUE
Réponse a 1'exposé du Dr. Ted T. Aoki
Loulse Bourbeau-Poirier

Answering Dr. Aoki's paper, 1 bring together the
tuiple onientation in cwuicwlum evaluation he has
innovated in social sciences and those undertaken
by a few nesearchers in ant education in the Last
few yeans. These Last persons are equally unsatis-
fied with an evaluation vietim of the cult of the
pnumber. Rathern, they Thy to propose a critical
and intenpretive evaluation of the situation.

Then, the reseanch in evaluation becomes an
emancipating and trhansforming cheative woik.

INTRODUCTION

Je me dois d'abord de remercier le Dr. Aoki pour son exposé qui,
3 mon avis, manifeste l'essence de 1'esprit nippon, i.e., 'le
parfum des cerisiers en fleurs qui embaume par un matin enso-
leilld". Je crois que le Dr. Aoki oceuvre dans le curriculum
comme un artiste fait une création artistique. Comme l'artiste,
en effet, il s'échappe de la montée des forces du systéme de
déterminations oli le champ de 1'évaluation du curriculum devrait
normalement le contenir. Il renver$Se un certain ordre pour se
tourner vers ce que la méthode scientifique appelle des interdits,
i.e., la recherche de tous les possibles quand il s'agit d'appro-
cher le phénoméne des &tudes sociales de toute une province.
Pourtant sa conduite déviante produit un travail créateur qui,

de son propre aveu, le "transforme' lui et 1'équipe de chercheurs
qu'il a formée. Une évaluation créatrice porterait donc en elle
les promesses de la liberté méme si elle connait des moments
d'inquiétude et de frustration.

DES CLES NOUVELLES

Je dois vous avouer que pendant plusieurs jours, le titre de
1'exposé qui présageait le texte qui allait venir m'a inquigtée.
"Toward Curriculum Inquiry in a new key' me donnait & penser que
la phénoménologie (théme de la présente conférence) allait &tre
proposée comme la seule clé& qui pourrait répondre & toutes les
questions posées dans le champ de 1l'évaluation du curriculum.

Je crois que toute doctrine rigoureuse que ce soit la phénomé-
nologie, 1'herméneutique, le marxisme, 1'existentialisme peuvent
manifester les mémes limitations que le mode psychométrique
imposé par la tradition behavioriste qui considére 1'homme comme
un réacteur programmé si elle se propose comme le "passe-partout",
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1'unique voie. Heureusement, le Dr. Aoki nous donne non seule-
ment une clé, mais trois.

LE PROJET DE LA PHENOMENOLOGIE

Le projet de la phénoménologie est une description de 1l'existence.

Elle explique 1'expérience mais ne la systématise pas. Cela ne
veut pas dire que la description phénoménologique se réduirait
en fait 3 1'impressionnisme d'une description du monde. Si tel
tait le cas, on verrait que tous les amis de la facilité, de
1'improvisation brouillonne, pourraient ainsi trouver une justi-
fication 'phénoménologique' & leur paresse intellectuelle.
L'attitude phénoménologique ne peut non plus s'interpréter en
termes "psychologistes". Elle n'exprime pas la "projection" sur
les choses de nos réalités subjectives. Elle ne propose ni une
thérapie ni 1'Ecriture d'un roman autobiographique. Mais au
contraire, nous dit Husserl (1913), c'est la vérité d'un monde
qui se révéle et s'accomplit dans 1'épreuve de la qualité. Dé-
crire l'essence en phénoménologie, c'est expliquer les structu-
res du percu tel qu'il se donne. Cette perspective peut etre
pour 1'évaluateur du curriculum beaucoup plus intéressante et
concluante que celle du behaviorisme qui consiste, on le sait,

3 mettre "entre parenthése' le monde, 1l'essence.

LE CURRICULUM ET LE DEVELOPPEMENT DE L'HOMME

Le Dr. Aoki nous présente le monde du curriculum comme n'étant
centré ni sur 1'enseignant, ni sur 1'enseigné, ni sur les struc-
tures de la discipline, si sur la société. Pour lui comme pour
les humanistes, le curriculum propose un cadre beaucoup plus
large, celui de la relation de 1'homme au monde et/ou de 1'homme
3 1'homme. Ceci permet une signification plus profonde de ce que
c'est pour maltres-et—-&léves d'étre humain, de devenir dans les

situations scolaires d'apprentissage.

Ici, dans la province de Québec, le curriculum en &ducation
artistique est entendu de la méme facon humaniste que celle
proposée par le Dr. Aoki. Le but, en effet, 'spécifique et
irréductible de 1'é&ducation artistique est l'expérience esthé-
tique" (R. Rioux, T.I, p.106). Les arts plastiques ont pour
mission d'intensifier, de raffiner, d'élargir les capacités
des personnes a percevoir et a comprendre leurs sensations a
la maniére de 1'art. L'&ducation artistique développerait donc
une personne en augmentant ses capacités a expérimenter les
qualités esth&tiques qui se trouvent dans les objets naturels
et créés par 1'homme et dans 1'environnement.

EVALUATION MULTIFORME

Je crois que toute évaluation d'un curriculum & orientation
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humanistique doit étre multiforme. Elle devrait d'abord inclure
une évaluation normative, i.e., une évaluation de la qualité de
conceptualisation que sous-tend le curriculum. Selon le Dr.
Arthur Efland (1973), les buts poursuivis par un champ d'é&tude
peuvent se justifier en tenant compte des facteurs suivants:

1. La "relatabilité"i.e. que les buts spécifiques d'un champ
disciplinaire donné doivent servir les buts de 1'éducation
en général.

2. Une signification unique et particuliére des idées qui sous-
tendent le curriculum. Il s'agit ici du pouvoir qu'a le
curriculum de suggérer une matiére distinctive et une appro-
che qui ne se retrouvent pas dans les autres champs d'étude.

3w Un pouvoir de prescription, i.e., le pouvoir de suggérer des
sources fertiles de contenus et d'activités.

Parmi les multiples perspectives ou les "3 clés'" que donne le
Dr. Aoki dans son exposé, il y a 1l'orientation critique théori-
que. Cette orientation qu'il propose et qu'il tient du Maitre
de 1'école de Frankfurt, le philosophe Habermas (1972) va beau-
coup plus loin que 1'examen critique des buts d'un programme.
Son orientation rend explicite les intentions cachées. Elle
fournit une compréhension critique des intéréts, des valeurs,
des attitudes et des implications pqur 1'action humaine et
sociale. Elle fait une étude réflexive de 1'&ducation afin de
mener a bien le projet de 1'émancipation des &tudiants au moyen
d'une pratique. En &ducation artistique, l'orientation eritique
théorique serait avant tout une interrogation sur 1'intégration
des &tudiants au moyen de 1'art dans le cadre de ce que le
Rapport Rioux appelle ""Bonne Vie'", "Bonne Socié&té'.

Le Dr. Aoki batit son &valuation du curriculum en utilisant non
seulement 1'orientation critique théorique mais aussi 1'orien-
tation situationnelle interprétative. Il examine conscilemment

la réponse personnelle, idiosyncratique et porteuse de signifi-
cation que les &tudiants donnent & une situation. Puisque le
seul plaisir qui est un ingré@dient nécessaire de 1'expérience
esthétique est celui que le corps éprouve & se sentir d l'aise
devant lui, il s'agirait, pour 1'évaluateur en &ducation artis-
tique, de décrire les structures de "l'épreuve de 1'agréable"
dont jouissent les sens au contact des qualités esthétiques des
oeuvres.

L'évaluateur pourrait aussi décrire le phénoméne du maftre qui
communique la valeur de la discipline art, au moyen des media

et de ses interactions avec la classe.

Dans le méme ordre d'idée, je pourrais ajouter que Robert Stake
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(1976) croit qu'un &valuateur doit connaitre les intéréts et le
langage de son audience. Durant, 1'évaluation donc, il peut
passer un temps substantiel 3 comprendre les besoins des person-
nes pour lesquelles {'avaluation est faite. De cette fagon, il
peut non seulement identifier les buts, les transactions pédago-
giques et le degré d'atteinte des objectifs mais interpréter la
situation pédagogique dans ce que Stake appelle une "responsive
evaluation'.

Eisner (1974), de son cdté, pemse qu'une évaluation de programme
en &ducation artistique s'apparente a celle de la critique d'art
et doit comporter les &léments habituels de la critique d'art:
description, analyse, interprétation et jugement. L'une des
facons privilégiées de pouvoir faire cette interprétation quali-
tative semblerait 8tre pour Beittel (1973) et ses disciples
1'observation participante. Grice 3 cette interprétation quali-
tative, administrateurs, parents et professeurs auront un portrait
de ce qui se passe dans les ateliers.

Enfin pour &tre compléte, une évaluation de programme doit rendre
compte des savoirs factuels ou nomologiques, des lois, des con-
cepts, des théories apprises en art. Elle explique les raisoms
hypothético~-déductives ou fonctionnelles. Elle explique aussi la
vie avec certitude et prédictabilité. Il s'agit ici de 1'orien-
tation analytique-empirique traditionnelle dont fait mention le
Dr. Aoki et dont se méfient les chercheurs en éducation artisti-
que.

CONCLUSION

Je conclus en disant que la description phénoménologique n'est
qu'une partie du portrait. Elle doit étre complétée par 1l'ana-
lyse empirique traditionnelle et la critique réflexive des idées
qui animent un curriculum. C'est d'ailleurs le message que nous
a 1ivré suavement le Dr. Aoki dans son exposé dynamique "Toward
Curriculum Inquiry in a New Key". (1978)

Comme mot de la fin, je dirai que je crois que 1'exposé du Dr.
Aoki mnous invite & une évaluation créatrice qui sera pour Nous

comme pour lui une promesse de liberté et d'émancipation trans-—
formatrice.
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RESPONSE TO TED T. AOKI'S PAPER
"TOWARD CURRICULUM INQUIRY IN A NEW KEY"
Douglas Boughton

Thois perspectives de nrecherches pour L'étude du
cwiculum Etaient mises en nelief dans La pré-
sentation du Dn. Aoki. Cetfe présente héponse
examine Le potentiel de L'orientation "situational-
interpretive’ poun L'évaluation du cwviculum. De
fortes parentés etaient observies entrhe Les modes
d'enquéte "interpretive" et L'épistémologie de
Llant. A cause de ces points en commun, AL fut
proposé qu'une rechenche paradigmatique deémontrant
Leos intonets et Les méthodologies de recherche perti-
nentes avec L'épistémologie de L'ant serait une
ondentation approprie pourn La rechenche sut Le
cwviculum en Education antistique. Pour développer
plus @ fond cet argument, on examina Les riles

des evaluateurns de cwviiculum et des crhitiques
d'ant. Pourn terminen, on examina un modéfe

pour £'evaluation du cwuiiculum (en ants visuels)
presentant Les orientations de La recherche
"interpretive".

My responsibility to this conference is to interpret Dr. Aoki's
paper and suggest possible applications of his ideas to art
education research. Since he has developed, in some detail, a
triparadigmatic framework, identified originally by Jurgen
Habermas, it is unnecessary for me to further elaborate upon
the nature of these research orientations. Instead I propose
to examine the appropriateness and potential of these alter-
natives in the context of visual arts curriculum inquiry.

Dr. Aoki made reference to "bell-weather signs'" in the writing
of curriculum theorists of the last quarter century. Their
concern, he said, was with the epistemological constraints that
characterize research in the empirical analytic orientation.
This paradigm tends to focus attention almost exclusively upon
behavior that can be quantitatively measured, and confuses the
quality of educational experience with efficiency in an indus-
trial technocratic conception of education.

Some art educators have also demonstrated "bell-weather signs'
in their expressed discomfort with the methods of science as a
means of generazing knowledge about art and art education.
Beittel (1960), Larson (1966), D'Amico (1966), and Eisner (1974)
are some who have reported, in one form or another, reluctance
of art educators to accept empirical analytic methods of research
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or evaluation. Their fundamental concern is that the methods

of "science" and art are antithetical. Empirical analytic
methodologies rely greatly upon procedures of group comparison,
are less concerned with the gignificance of individual behaviors;
and seek causes of, rather than reasons for human action. Such
concern reflects some important values underpinning the purposes
of art education that can be traced to fundamental ways of

knowing in art.

Dr. Aoki suggested that man's relation to the world 1is manifold,
and he relates to this world through varied activities. The
quality of the relationships and the kind of activity depends

on the orientation man assumes in establishing his relationship
with this world. In the context of curriculum inquiry a re-
searcher may choose from three possible orientations. Of these,
the situational interpretative appears to demonstrate epistemo-—
logical congruence with the nature of knowledge acquisition

through artistic inquiry.

Embodied within Habermas' (1971). explanation of historical herme
neutic research are the salient characteristics of the way man
comes to "know' art. The modality for knowledge acquisition in
the hermeneutic tradition is mediation through an interpreter's
"pre—understanding” of text or text analogs. Understanding of
meaning is the central purpose. Mediation of artistic knowledge
has, for several hundred years, been the institutionalised func-
tion of the art critic. The critic, presumably, possesses
highly refined skills of apprehension (connoisseurship) and the
ability to clearly articulate the meaning of the work (critical
description) to those with less understanding. Essential to the
act is possession, by the critic, of extensive and widely differ-
entiated knowledge of artistic phenomena.

The process of artistic criticism is not the only mode of artistic
inquiry. The act of producing an art object (while not unrelated
to criticism) can result in the production of "tacit" knowledge.*
During the process of artistic production the artist usually makes
a huge number of aesthetic decisions. Fach manipulative action
requires subsequent artist consideration and judgment. Decisions
range widely in importance according to the degree of change
embodied in the final product. The primary mode of knowledge
seeking action by the artist is interpretation.

The epistemology of art is characterized by a concern to interpret
the nature and meaning of man's interaction with art forms. Such
interpretations are deliberately and explicitly subjective since
they are the products of human interpreters. Habermas suggested

% See Polanyi's (1959, 1964) discussion of "subjective" (tacit)
versus ''objective' knowledge.
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that the understanding of meaning is directed in its

turé toward the attainment of possible consensus amonve?z srrees
?Cth?S. Lack of consensus, however, should not neceis1 §1
invalidate given explanations since it is maniféstly imzzgszble

for any two inter i
preters to bring the same fra
: me of ref
bear upon the same visual phenomenon. srenee v

It w
demogziiaiiem reasonaﬁle, then, to argue that a research paradigm
ng research interests and meth i
: odologies congruent wi
with
Ehecep1§temology of art would be a more appropriate orientation
t%r u¥r1cu%um research in this field. I am not suggesting that
.e situational 1?terpretative should be the exclusive orienta-
tion but perhaps it should be dominant.

Let me illustrate the nature of the data that may be prod d
E?rizgh sit;ational interpretive inquiry methods by wgy o?cz

%e' example. When I first became interested in the possibi
%1Z;§ioi£dp3§29menological description for art educatign izzzarch

ious approaches to classroom observation and

attempted to develop a curriculum evaluation model for th i
arts that was derived from an interpretive tradition (Bouehz1sual
1976): I? the course of testing interpretive modes of clg o
room inquiry, I recorded the following situation. e

zh:iiiiis,b? grade six, had been assigned the task of selecting
object to draw. The drawin
: g was to demonstrat der-
standing of the techni i cion of
ques of shading to creat i i
solidity. Color was also ot wonl &
to be used so that understandi
' : nding of
the relationship of value and color was clearly illustratid

M ; .
Siaiiaitlce in tge classroom was to walk around the room with a
ape recorder and attempt, through di i i
students, to establish th 3 : e, T
e meaning attributed b h
° : y the students
o the actions they were engaged in. Richard was drawing a

model aircraft he had built hi
imself. is 1 i
my discussion with him: thie s a transeript of

Resear H i i
cher What's the aim of the lesson, Richard?

Rich : !
chard We're supposed to be looking at color and texture

of different things.

Researcher: Okay.

Ri . . .
ichard: And shading. Like really, when you look at things

i?r get d%fferent color and there is shading on it
%\E say if you got an angle like this (demonstratéd
with model aircraft) you have shadows here (pointing)

Res :
earcher: What are vou drawing, is it a Spitfire?
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T have a couple at home

Or do you
(Teacher indicated

Which

(Teacher indicated

(Student indi-

Richard: No it's a Mustang.

Researcher: Why did you choose it?

Richard: T like drawing aeroplanes. .
and this was the only one I could bring. FAt th?s
point the teacher who had overheard the discussion
broke in.)

Teacher: You were asked to bring a simple object, that's
not.

Richard: Well, no not really.

Teacher: Tell me, which way are you looking at that?

Richard: Well, I'm looking at it like this, (student held
up model so that it was viewed from the top.)

Teacher: Do you want to look at it like that?
want to look at it like this?
side view of model.)

Richard: Like this. (Student indicated previous view of
model.)

Teacher: Why?

Richard: Well like this it looks as if it's coming around
into a dive. (Student indicated the action of a
fighter banking prior to diving.)

Teacher: Which is the most pleasant view to the eye?
angle does it look best at? What is the most
pleasant looking angle to the eye?

Richard: Well, sometimes it's like this. (Student indicated
top view.) There's a lot of angles.

Teacher: Something like this? On a slight angle but not
completely flat - all right?
three-quarter view of the model.)

Richard: A1l right but I want it like that.
cated the same view as before.)

Teacher: Now do you think you could sketch something like
that? (Three—quarter view indicated.)

Richard: Yes.
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Teacher: Right, well try something like that.

interesting to look at. It is more
shading parts are more interesting.
better shading. Show me the dark parts. (Student
did so.) WNow look back at your drawing. All you
can see is an outline. Where is the third-dimension?

It is more
the
You can make

Turn your page over. I'll hold it and you sketch it.
(Teacher held model at three-quarter view.)

Sketch - don't just draw a line.

This exchange indicated to me that the teacher had a pre-concep-
tion about single ''most interesting view' for the object. However,
later discussion with the teacher revealed that she requested
Richard to change his view because children always draw things
from the top and never as you ''really" see them.

My interpretation of this encounter was that the teacher held a
preconceived notion about the ''reality' and '"correctness' of
perception (how one "really'" sees) that prevented her from dealing
with the meaning attributed by the student to his image. This
incident provided the key to further Inquiry into the manner in
which teachers with little art background were able to deal with
the curriculum materials under investigation. As a result of

the data generated through interpretive inquiry an hypothesis

was developed for testing in the empirical analytic inquiry mode.
Teachers with little art background, it seemed, were more likely

to expect predictable outcomes than teachers with a broad art
background.

At the time the incident with Richard occurred, I was struck by
the lack of understanding of the student's interest that the
teacher demonstrated. When I probed further I realized that she
was simply demonstrating, in rather extreme form a style of
pedagogy that is reflective of the zeitgeist of current educa-
tional thought in North America. The teacher has a responsibi-
lity to decide a priori the ''desired" or "proper' outcomé of:a
lesson, then to select the means to bring about that outcome.

Had Richard's teacher been aware of the methodology of phenome-
nological inquiry I suspect her interaction with him may have
achieved at least a degree of resonance. I believe that the
situational interpretive inquiry orientation outlined by Dr.
Aoki is singularly appropriate as a means of conceptualizing
classroom practice in art education. If the theory of art
education were to be reconceived within an interpretive paradigm
vis—a-vis the current prediction and control mode the effect
upon teacher training and classroom implementation would be
nothing short of revolutionary.
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. . N
The above observation, however, does not-dlre?tly deal w1t§ t?um
focus of Dr. Aoki's paper — that of new directions for curricu
enquiry Nevertheless it is too important a comment to remaln

unsaid.

vt ; - 1
Another educator, concerned with the 11m1§?t102§ ofrtiig?g§nnze
i culum evaluation is Elliot Lisne .
approaches to curricu aluat g Rrkeint
rocedures o0 edu
as proposed an approach utlllZlng P :
EritzciZm" and "educational connoisseurship" that he regardsczii
a necessary compliment to existing evaluation tecgnglogliié con-
i i itici techniques borrowe rom .
noisseurship and criticism are i : o B
i i ds refining the levels of app
The former 1S directed towar L s g
iti de classrooms. The latte
sion of the qualities that perva e R o
i The task of the critic 18
with the art of disclosure. ' ' b o
i iti f classroom life in vividly
late the ineffable qualities © S8 i B . e
ipti Although describing the ine
criptive language. ibi . o e
i i the critic should use P .
thing of a paradoxical task : ‘ - -
anal%gy suggestion and implication to unveil tEeE?lusiYZ qiipz
’ —
i i If I understand Lisne p
ties of classroom interactlons. L ‘uade
sal correctly the connoisseurship/critic interprets c}asiizom
1ife without entering into discourse with the actors 1n

social situation.

I have been intrigued for some time by t@e imgliﬁat:;iiaiional
i the possibilities © e
Fisner's proposal, and by . : ions
i i : ontation for curriculum study.
interpretive research orilen : : . o
i tionships with the episte
erspectives have strong rela i : :
Ef azt 1 am also intrigued by the relationship of curr%cuium
and art works and by the similarity of role of the curriculum
evaluator and art critic. Note these parallels:

1"
i) The roles of "art critic! and "eurriculum evaluator  are
’ essentially the same. Both individuals coll§ct data about
an object or event and interpret their meaning for an

audience.

ii) Both curricula and art objects depend for their it¥ucture
and content upon hundreds of decisions made by their

creators.

iii) The forms of both phenomena are characterized by a dis-
crete number of generic elements.

iv) Both "art" and "euyrriculum' are open concepts, that 18,
V . - . .
’ there is no set of necessary and sufficient conditions

that can adequately define "good" and "pad" art or 'good"
and "bad" curricula.

i i tive
v) Both art criticism and curriculum evaluation are valua
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activities. The art critic draws upon his internalized

knowledge of artistic phenomena to make judgments about
the worth of a work of art. The curriculum evaluator draws
upon his widely differentiated knowledge of educational
theory and practice to assess the value of a programme.

The major difference between art objects and curriculum is that
art objects are generally inanimate and do not change their form

while curricula, on the other hand, are dynamic social construc-
tions.

I have suggested that a strong relationship exists between the
forms of knowledge seeking within the situational interpretive
research orientation and artistic activity. I have also noted
some relationships that exist between curriculum evaluation
and art criticism. The suggestion that follows is for a
possible model of curriculum evaluation that reflects a pre-
dominant situational interpretive orientation, and also demons-
trates some of the characteristics of evaluative inquiry pro-
posed by Eisner. The development of this model has been des-
cribed in greater depth elsewhere (Boughton 1976).

To develop further the analogy between art criticism and
curriculum evaluation I have proposed a model for art criticism
(see Figure 1). The simple premise upon which this model was
constructed is that art criticism requires attention (by the
critic) to the art work for the purpose of making judgments of
its value. These judgments, and the reasons that support them,
are clearly communicated to an audience. (Beardsley, 1971;
Dewey, 1934; Ecker and Kaelin, 1972; Zuniga, 1973). In addi-

tion to this premise the following assumptions were held to be
sound:

i) That a two-dimensional art work is produced by manipulation
of all or some of the elements of line, shape, value,
texture and colour.

ii) That decisions about specific manipulations, by therartist,

of these elements determine the final form of the object.

iii) That decision making is central to the production of an
art work.

iv) That the artist's ''paradigmatic criteria' will be embodied

in decisions about specific manipulations of the elements.
v) That the critical reasons (Beardsley) offered by the critic

in support of his judgment of an art work will reflect his
"paradigmatic criteria".
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Tigure 1
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The form of the model presented in Figure 1 demonstrates the
process of art criticism as the juxtaposition of two sets of
paradigmatic criteria; the critic's (represented by the outer
circle) and the artist's (represented by the second circle).

Paradigmatic criteria are employed by the artist and critic for
different (but related ends). They are used by the artist to
choose between manipulative and organizational alternatives.
The critic uses his paradigmatic criteria to select from for
his attention and to judge the value of the work.

These criteria have their origins in the 'personal knowledge'
(Polanyi,1974) of individuals who are concerned with making
judgments about the quality of artistic phenomena. They reflect
the individual's world view which is determined by his "biogra-
phical situation" (Schutz,1973). I will return shortly to

this very important concept to elaborate upon it in more detail
in relation to curriculum evaluation.

The subject of criticism (the art work) is represented in terms
of its minimal elements fashioned, through decisior making pro-
cesses (the centre circle), into a unique relationship. The
critic,through prior knowledge, will be aware that the artist
attended to each element, either separately or together, for
the purpose of gaining feedback. Decisions made on the basis
of that feedback, resulted in the revision to the arrangements
of elements until the product was régarded by the artist as
complete.

The methodology of art criticism requires am act of refined per-
ception (Eisner, 1975; Feldman, 1970) which necessarily implies
skills of interpretation and analysis. The outcome of critical
analysis is a '"qualitative exposition" which is a richly descrip-
tive account of the qualities and values of the object under
examination.

Because of the similarities between art criticism and curriculum
evaluation that were noted before, the framework of the‘model

of art criticism can be used as a pattern to formulate the model
for curriculum evaluation in the visual arts (see Figure 2).

The structure of the model remains the same while the following
terminological substitutions are made. Within the Paradigmatic
Criteria dimension "critic" and "artist" are replaced by
"evaluator" and "actors' (curriculum developers, teachers, and
students). The elements of two-dimensional art work are re-
placed by the elements of curriculum described as Agents, Content,
Implementation, Outcome, Rationale, and Resources. The central
Decision component remains, as does "Qualitative Exposition".
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Figure 2,
Curriculum Evaluation Model

for the Visual Arts.
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i) Evaluation includes the act of juxtaposing the paradigmatic
criteria, held by the evaluator, against those of the actors
in the curriculum situation.

ii) The object of evaluation (the curriculum) is a product of
the actors' decision-making activities relative to any or
all of six elements of curriculum.

iii) Decisions made about the curriculum elements will largely
determine the ultimate form of the curriculum. As well,
these decisions will embody the paradigmatic criteria held
by the actors.

iv) Curriculum elements are not specified for evaluative
attention in any particular order.

By extending the analogy of art criticism to curriculum evalua-
tion the less restrictive framework characteristic of the
epistemology of art is preserved. This is evident in two ways.
First, it is proposed that features of curriculum are selected,
examined, and judged in light of the evaluator's paradigmatic
criteria. Mann's (1969) observation regarding the role of
personal knowledge in the initiation of research is usefully
adapted for clarification of this point. A research project
begins with a decision about what to select for attention, and
that decision is governed by what one's personal knowledge leads
him to believe will be valuable and fruitful. The evaluator's
problem is to select, from an inexhaustible realm of designs

and meanings, those he will attend to, and that decisions is
grounded in personal knowledge. The evaluator approaches the
phenomena to be examined with a set of predispositions in the
form of highly abstract models of what designs it would be of
value to discover. These '"models'" can be regarded as his para-
digmatic criteria.

In the context of curriculum assessment the expressed form of
these paradigmatic criteria will frequently constitute shared
meanings and values, held by actors within the social (curri=
culum group. The degree of congruence that exists between
the sets of criteria possessed by actors and evaluators will
vary, due to such determining background factors as cultural
origin, philosophic orientation, educational background and
so on.

Although the elements of curriculum are defined by the model,
they are not specified to exist in any pre-determined relation-
ship. The nature of their relationship is determined by appli-
cation of the paradigmatic criteria shared by the "actors'.
Because the model does not delineate an 'ideal type" for curri-
culum or curriculum development the evaluative questions are
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not predetermined.

The major translation from a model of art criticism to curriculum
evaluation is necessary in the area of observation methodologies.
As was mentioned before, the structure of the proposed model is
analogous to the framework of aesthetic criticism, and the pri-
mary mode of inquiry in that context is interpretation of meaning.
The obvious difference between art criticism and curriculum cri-
ticism lies in the nature of the object of investigation. The
art object is inanimate; it attributes no meaning to its own
structure, whereas curriculum is comprised of an ever changing
system of relationships among people, objects and events. To
complicate the issue, people manufacture their own meaning struc-—
tures to explain their relationships to the system.

To derive data from an art object requires a simple process of
observation; the object pays the viewer the courtesy of holding
constant its form. Observation of the social construction that
represents curriculum is a much more complex task. It is here
that the "curriculum evaluator" can most productively make use
of the trio of research orientations outlined by Dr. Aoki. Full
discussion of the model is not possible here, given the time
constraints of this paper. My purpose is not to "gell" a model
it is presented merely as one illustration of the potential of
alternative conceptions of curriculum enquiry.

It should be emphasized at this point that although my response
has focussed largely upon the situational interpretive research
orientation I have not deliberately neglected the empirical
analytical and the critical. Dr. Aoki's message was very clear -
our research perspectives must be broadened, we must attempt toO
develop alternative orientations in order to more completely
understand the educational milieu. Each of the paradigms he
proposed work together in a vitally complimentary fashion pro-
ducing different kinds of understanding for different purposes.

The real issue that is likely to emerge in discussion of Dr.Aoki's
paper is that of "dominant orientation'. In the tri-paradigmatic
research setting how are the diverse forms of information syn-
thesized? Does one paradigm assume dominance over the others?
What are the principles of information assemblage that will

enable us to make sense of the knowledge generated by cross-
paradigmatic research.

I applaud Dr. Aoki's message today. He has tackled, head on, a

most critical issue of metatheory, and has indeed provided us
with a vision of a new key to curriculum inquiry.
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QUALITATIVE DESCRIPTION OF THE QUALITATIVE
Kenneth R. Beittel

La premiére partie de La prnésentation est un
Navant propos historique" dans Lequel Les vingit-
cing dernidres années de rechenches en éducation
antistique sont revues par £'auteur qui se place
comme principal participant dans cette rechenrche.
Les conditions qui ont fait naline et défendre
une sonte de pnaumatcsme bien portant et une vue du
monde discrnétement mécanique (Etoffée d'etudes
et expéniences psycho-statistiques) sont inven-
toniCes. Les mémes attitudes méthodologiques
et positivistes furent bientdt La cause de
Lamentations avec Le diZclin de La romance attachée
aux ctudes "empirniques". Une Lente evolution con-
duisit 2'auteun et La culture propre 4 La recherche
dont il faisait partie & considérern des solutions
de nechanges hendant justice au c6é individuel,
wnique et subjectif du fairne en ant. Le Lieu entre
La rechenche et Le pouvoin politique évoqua des
polémiques anti-establishment, mais elles se sont
apaisées dans une vue modérée, appelée ici
"oluralisme métaphysique” qui milite pour La coexis-
tence et La tension dialectique entre des positions

de nechenches non dogmatiques Légitimement diffCrentes.

En tete parmi celles-ci est cetfe apphoche faisant La
Lumidne sun Les démarches qualitatives et phénoménolo-
giques qui est Le sujef de cetfe congérence.

Cet anticle soutient que Le qualitatiy supporte

Le monde expérnientiel et conceptuel de L£'homme, ne
permettant pas La cassure sujet-objet hérnitee d'une
science Newtonienne plus statique qui, dans son
succds politique et technologique, 4 rendu confus

La saisie par L'homme de ses onigines expérientielles,
Le privant d'une congrontation directe avec fLa vie
elle-méme. En tant que "La" phénoménologiquement
dans chaque @vénement directement vécu, Le chercheun
est pantie de ce qu'il décrnit. La sienne est une
histoine d'un type spéeial avec sa nwtration qualita-
tive thes panticulidhe, sujet a tous Les Trhopismes,

et de plus browillant fout Eorit historique.

D'apnds Dewey, Le Langage Lui-méme est impropre a

La préservation du qualitatif en rnaison de sa forme
sujet-prnedicat qui exclut, s8part du Litteraire, La
situation de La crlature vivante. Heidegger monthe

A
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comment wne pensée meditative peut se éubﬁt&ﬁuem
au deérangement de La "pensée caﬂcuEa?&&ae de

2" homme, permettant au paigum et @ E_?tne—deé-éﬁtaé
de se névilen. Ceci n'oblLige pas @ & enfoncer dans
Les aspects dogmatiques de vued du_moqde}myét&queé
ou animistes. Comme Richands L'a End&que, nous
pouvons ethe capables d’é,tudim_i'.emomﬁ et Le
poltique avec L' émotif et £e'poatLque sans ﬁaéne
de tont a L'utilisation @motive ou cognitive du
Langage.

De nouveaw, suivant Heideggern, Le ﬁondementﬁdu
faire de 'ant est L'tlre Lui-méme. Les pheno~
ménes artistiques se dévoilent eux-memes onxoiw
giquement comme stant-véeus-et-projetis-dans-Le-
monde. De fels phénoménes ne sont pas expﬁ&guaﬁ
mais peuvent etre decnits guaﬁ&{aiﬁuameﬂti-d une
4acon approchant La "aomprhension” et "E'inter-
prétation’ mise de L'avant dans La phenamenoﬁogﬁe
hexnméneutique. Une "phénomenologie du dialoque
semble symboliser La helation entre cefui qui
deenit et L'évinement qu'il "a”‘qua£4iuxxuemgni
dans son expérience. La qualdite n'est pas direc-
tement exprimable, sauf dans @q’panqﬂe poEtique
(qui est La parole vhaie el génénative po¥n
Heideggen). Pepper et Dewey pexmettent £ explo-
nation de La qualité au travers de La détermination
des textunes et des contextes. De telles des-
criptions pourraient éuantuaEtemgn{ ethe nepen&ea&t
comme. base powr enrichir £a qualite dont elles son
vérnitablement une parfie.

Le modele analytique ainupiu&eﬁei:exiétentieﬁ de Novosel

( { déteaministe-
onganique du monde qui nesoud La coupure
in%uiiianiate en tenant paradoxalement des deux,

fa struetune et Le caractdne existentiel de La création

conditions antécédentes apporiies avec
%?ai;fiteLjinA sa situation de création conduxaept |
indvitabtement au conflit dans L'@venement constAtutLf
du travail, condwisant @ une synthdse const uente
qui ne désintigne pas Les clements ou Les gragments
de chaque histoire unique. Cette "stucture du gait
d'existen” est préeisement celle de la métaphosre
elle-meme.

detnuisent La sensation du qualifatif avant qu’ il
sungisse dans Les descrhiptions. L'approche suggénée
est davantage celle de £'heaméneutique dans ses £rodis
sdgnigleations ctymologiques: (1) parler et exprimer,
(2) énoncen, "expliquer" dans Le sens Le plus faible
et (3) tradwirne d'une Langue dans une autrhe. La des-
eniption qualitative reconnalt La prionité du quali-
tatif dans toute expérience et pensée et essaie de
metthe a L'abri sa chaleun et son rayonnement, La
portant a £'enrichissement de La qualite de vie entre
Les individus.

Une parntie finale de La présentation, La "Rechenrche
epilogue” offre, pami d'autres sujets, une proposi-
tion de hechenrche de L'auteur et de Joan Novosel-
Beittel, .intitulée "Body-Mind Changes Accompanying
Sustained Immension in Ant Expression”. Dans cette
proposition un effornt est nealise pour intéghern un
cadne de négérnence causal et interprnétatif. Cecd
est accompli parn La sélection d'experts extérieurs
(un philosophe, un psychologue et unm médecin) qui
essaient de rnendre compte d'une facon globale et
intégnée de dix arntistes avant et apnls une immer-
sdon en activite antistique de dix semaines dans

Les Locaux de nechenches appelis Laboratoire de
Dessin de £'lUnivernsite de Pensylvanie. Les auteuns
de La proposition décrivaient qualitativement La
sehie de production antistique de ces dix antistes
depuis un cadre de néférence interne et interpretatif.
Les deux po.ints de vue seraient ensuite rcunts.

Aussi, dans cette pantie de £'exposé, Le "Cycle of
Abstrhaction forn Describing and Interpreting the
Qualitative Event (Q) de Novosel-Beittel est
insene sous La forme d'une table déterminant fes
dialogues intellectuel et expressif qui peuvent
sungin des évinements qualitatigs, et conduire @
des descriptions qualitatives détaillies de toutes
sontes.

Engin, caalement de Novosel-Belttel un exemple

est présente, LLustrant une partie de ce qui est
mentionne plus hawt. Intituld: "A Stauctural Example
04 How Description, Abstraction, and Internpretation
can arnise grom Understanding of the Qualitative

Event (Q) without Distorting Their Souwrce in that

O . : . _

2a description qualitative, 4L 4’y a pas telleme
Zzn;éthodeb quﬁ de "modes" ou de "cZAmatA” de dgbc&&p—
tion. Les conceptualisations a prioni et Les méthodes
(sauf pour Les catlgonies vides du modele S-E)

Event," L montre comment deux cents pages de notes
dactylographices de dialogues d'un artiste, stimulé
par La projecticn photographique de son ant en couns
de néalisation peuvent &trne condensies progressivement

92




—_—

& quelques pages d'interprltation /?e‘/su.mant, sans
perte de qualité, Leur sowrce de vingt sessLons
de néalisation antistique dans Le Laboratoire de

dessin.

Historical Fore~word

The events on which I wish to reflect briefly are largely auto-
biographical. Since, however, they cov?r a'spa? of 25 years at
what is purportedly the number one institution in graduate art
education (if not in football) and since they reflect my con-
centration within the field's research enterprisg, I may be éble
to separate out what is more personal from whaF is more publ:‘Lc.d
The hundred and twenty completed doctorates which ? have advise
reflect, in themselves, the ebb and flow of the climate for

research.

There are no events that speak for themselves. Ther? are no
indubitable facts. There is no ancient text posse381ng'a
locked-in, immutable meaning and essence which I can bring forth

as verity and validity. As Gouldner (1970) has forcefully argued,

no inquirer into the human world is above the.political. Oye of
the exciting things about participating in Fhls confere?ce 1sd
that its politics is not tired. Art Education apolog§t10§ an
doomsday crisising bespeak an unbelievable weakness in high
places. Here we talkabout the new ——if not brand new,.new to
art education. As Yeats (1940) put it, in a couplet nicely .
knocking the over-played inevitability of the law of entropy:

All things fall and crumble away
And they who build them again are gay.

. 11 .
(I must add another historical reference to reclaim ''gay forults
" . .
intended poetic function here.) We are here to "build again,
and there is always a romance to that.

When I began teaching, advising, and doing research in Lowenfeld's

Art Education section of the Department of Educ?tion at Penn
State in 1953, there was a romance to the empirical. Num?ers
were not sheer positivism replacing all realities buF their own,
they smacked of a Pythogorean beauty, magic and who%lsm.f Tiue:
they did silence irresponsible and easy spegch——a kind ? show
up-or-shut-up pragmatism. Largely atheoretical except for a ‘
pervasive belief in "big-daddy" education through art, we parti-
cipated in a kind of discrete mechanism: happy for any comnnec-
tions or near-laws in a world that wasn 't expected to make that
much sense, number—wise and word-wise.

Societally, the romance was marked by the chance for support and
action. In fast order, the creativity movement fused into the

94

curricular revolution, the Kennedy era into the Great Society.
Studies in Art Education was launched in the late fifties, with
Jerry Hausman and me its first editors. I remember having Frank
Barron, Cal Taylor, Paul Torrance and like names within the
early issues. I was able to spend over $100,000 of the govern-
ment's money on sponsored research in Art Education. Then, by
the mid-sixties, the conference which was to "Woods-Hole'" Art
Education took place at Penn State; and philosophers, critics,
psychologists, art historians, sociologists, methodologists,

and artists rubbed elbows, if not heads, with art educators.

Then came a second generation of students, better trained, if
not better educated, and the sadness of success set in. Numbers
lost much of their magic and disintegrated into a kind of funda-
mentalists positivism. I remember attending the 1965 NAFEA con-
vention in Philadelphia and noting to my horror that tests of
significance were used more like credos--repetitious mumblings
to deaden the disappearance of meaning and big questions. No
longer could a researcher construct an instant test, he had to
follow the standardization track. A test was not defined by
what it did, by its ability to yield high correlations with
other variables, but by its credentials a priori. It looked as
though each advance set us back an equal amount. I am not anti-
progress. I am only reporting a homesteader's dismay at the
disintegration of the research ecology.

But there were other forces shaping that ecology. The counter-
culture, the young rebels, the political activism of the college
students were affecting even Happy Valley, Pennsylvania. And
inflation, fear and retrenchment came on progressively like the
seven lean years of Joseph's dreams. A spiritual famine was
upon us.

How much is personal history, how much cultural, is problematic.
The pull toward the East, the '"New Orientalism,” as Harvey Cox
(1977) calls it, was not in my head when I went to Japan in 1967
to study pottery methods of an old tradition, as these were
mediated by a true master-craftsman in a little town in’the
southern island of Kyushu, Japan. Eastern lore came later, after
I returned and tried to recover from reverse cultural shock.

While this "left hand" (the intuitive non-verbal one) of my Art
Education persona was undergoing change, the right-handed one
was also preparing to do so. I always reasoned, analogous to a
kind of Jungian plumbing system, that as my clay act got cleaned
up, my research act got cruddier--more like the native clays I
still 1like to dig up and use, dried roots, stones, decayed wood
and all, from ground to fire. "Back to the things themselves"
occurred within my life and research before I read Husserl and
certainly long before I cared about Heidegger, or even knew
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there was a Gadamer.

T had done my bona fide experiments on some of the conditions
affecting drawing strategies between 1961 and 1965. Already in
1966 I was doing mini-case studies, taking a kind of Allport-
like look at the fascinating lawfulness within the idiosyncratic,
the personal (and trans—personal) life-world of each artist. So
when I returned from Japan and set out to demonstrate the condi-
tions affecting drawing strategies so that Charles Steele, then
a master's student at Penn State, could make a film about them
to spread the word to others, I soon found, as did he, that it
was much more exciting to study the world of each artist than
focus on drawing strategy and assorted independent variables.
Consequently I returned to Penn State a small grant I had re-
ceived to make that film (the only grant I every returned) and
began the series of case studies in depth in drawing which still
continue.

For me, theory and philosophy and method must follow the route
of my phenomenological immersion in inquiry. Some one has said
that basic research is doing, even though you don't know what
your're doing. If this be so, then, I've always done basic re-
search. More humbly put, however, is that my route has been
that of "creative negativity'--that path of somewhat sadder but
much wiser that attends all experiencing, a view which Gadamer
(1975) has so well characterized.

This personal reversal in thought and method was helped to clar-
ity, I feel certain, by my earlier immersion in what some one

at Penn State called '"psycho-statistical research." At first,
the earlier objectifying stance was replaced by the later sub-
jectifying one. Polemics came to the fore, and the peliticizing
of the research establishment in Art Education became patent.

Slowly, the polemics subsided. In their stead came a slow
maturing into a view which I will call "metaphysical pluralism"
——a kind of rendering unto each world view what is appropriate
thereto. This gradual omset of partial wisdom has enabled me
to be critical of the counter-culture as well as the establish-
ment, the East as well as the West, existentialism as well as

positivism.

My hope is for a firmer ground for basic description of artistic
phenomena. I see Dewey, the late Pepper, Gendlin, the late
Heidegger, and Gadamer as helpful pointers along the way. The
paper which follows takes up one of the cornerstone issues
arising from the journey just described. It will be followed

by a "Research After-Word" in which I will try to present a
model for the variety of inquiries possible into man's quali-
tative experiential world in art. In that last section I will
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also give an example of structure and reduction possible within
the qualitative realm without sacrifice of meaning and under-
standing.

QUALITATIVE DESCRIPTION OF THE QUALITATIVE

At first I thought of calling these reflections simply "Descrip-
tion of the Qualitative,' but then I felt that the substantive
term "description" was too static and burdened with "objective"
overtones for the stance the problem demanded. ''Qualitative
Description'" was better but had the same problem, only in a
weaker form. Nevertheless, I have fixed on it because the quali-
fication of "qualitative" rescues 'description" for my purpose.

My position is essentially unchanged since the writing of the
book Alternatives for Art Education Research: Inquiry into the
Making of Art (Beittel, 1973). Here I hope to go behind the
assumptions that were explicit in that book to those that were
implicit. Also, recent books within education and research under-
score my belief that this is a timely topic (Familton, et al.,
1977; Willis, 1978). o

In some philosophical thought, description and expression are
opposed terms. Furthermore, description is not usually teamed

up with a focus on the ''qualitative." Some would even say that
it cannot be, for that is the proper task of literary expression.
Yet description is an acknowledged part of literary works. Pheno-
menology, itself, in its more rigorous, non—-existential, non-
hermeneutic stance, seems to also fast distance itself from the
qualitative. By referring to qualitative description of the
qualitative in my title, I have brought to the fore the subject-
matter and methodological problems which this essay probes.

The route out of this tangle lies in the fact that reference to
any qualitative event or experience points to a special kind of
history. Qualities do not reside asymmetrically in objects.
They are "had' in experience. A history in which the historian-
narrator is directly involved at the event level is already .an
existential-phenomenological history. The narrative (realiy a
description or story of events and contexts) is therefore quali-
tative at base. One might try to negate or bracket out one's
being-in-the-event, but that's a pretty big bracket, and a use-
less one where the qualitative is concerned. We are involved
directly, that is, in events and in a narrative about them. To
neglect the qualitative for the conceptual, or not to use the
conceptual in the service of the qualitative, is more than a
great loss—it pretty effectively erases the very subject-matter
of art and its transactional, contextual basis in experience.

A contemporary historiographer, Hayden White (1974) in his
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analysis of great nineteenth century historians and philosophers
of history, has developed a brilliant analytic which clearly re-
veals the tacit stylistic, formal, political and explanatory
tropisms ineluctably operative in each historical narrative.
Rather than see these tropisms as a source of irony or despair,
I find them an enrichment of our studies which point toward a
healthy acceptance of the diversity at ground of our common
human condition. What comes forth in such narratives is still
the events themselves, but as human events, as lived and exper-
ienced by persons with histories and purposes, and as interpreted
by persons with like histories and purposes.

The objectifying thought, calculating and manipulating, which
pervades our run-away materialistic society, is the chief obstacle
to our in-dwelling of qualitative experience so that our thinking
can approach it descriptively and qualitatively. We escape our-
selves, to the extent we can do so, in flight into action and
enjoyment, but these, too, all too often become but the reverse
of our thinking dilemma: we subjectify rather than objectify.

We move from the collective prison of our institutions into the
subjectivity of the boudoir (Buber, 1970). We vacillate between
the object-subject and the subject-object without grasping the
dogmatism of these extremes, missing the non-subject-object world
of qualitative being.

Philosophers as diverse as Dewey, Heidegger, Buber and Levinas
speak to our plight. In Dewey's essay (1931) on "Qualitative
Thought" written before his Art as Experience (1934), he warns
us of the objectifying imperialism--even fascism-- of language
structure itself in the presence of qualitative experience.
Subject-predicate logic hypostasizes and freezes qualities into
"whatnesses.'" The context of the live speaker drops out and
leaves behind frozen conceptual categories. ''Honey is sweet"
replaces "honey sweetens' which replaces my experiencing of
honey's interaction with me as a live creature. "The tomato is
red" replaces "the tomato reddens" which replaces the reddening
I can again experience directly, qualitatively.

If, however, thought becomes what Heidegger (1974) calls "medi-
tative thinking," we may hope to dwell within the "situation'
which Dewey says subject-predicate objectifying, thingafying,
language forgets. Language then reverts to its original, poetic
role of bringing a world to stand rather than pushing it away
for my manipulation or its "objective' participation in the
independently ordered rules of logical thought. The mystery,
then, the qualitative wholeness of the world in which I have

my being comes forth. I am engaged in a movement in which I
and the object are qualitatively, situationally, and context-
ually bound together, inextricably and meaningfully so from the
start.
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The massacre of the qualitative, then, admits to its presence,
consciously or not. If our poetic metaphoric mind is not
satisfied, our experience of things qualitative does not so much
disappear as atrophy. We inhabit a world in which our thought
has imprisoned us, or threatens to do so, for the ground of true
speaking is being itself, and our being-in-the-world is situa-
tional or pervasively qualitative.

The visual artist's way with spcech is enlightening on this score.
For all his pronouncements in speech, many of which are dogmatic
in their ring of certitude and authority, the visual artist re-
mains distrustful of speech in its developed and discursive

forms. He knows implicitly the truth of Malraux's (1953) dictum
that an artist may say what he will, but in practice he paints
only what he can. In art departments a suspicion springs forth
toward all those--philosophers, art historians, critics, art
educators——who speak '"about' art.

It is implied that art is its own form of knowledge. Were we
to stop there, making and responding to art would require no
developed speech at all, except that which points back into
making and responding themselves. In one sense, that is true.
Yet, where knowledge is implied, or even asserted, it is proper
to ask "what is this knowledge about?" Or, if not that, as
Heidegger shows, "how'" or 'why'" it is. For where there is
knowing, language should be able to approach it, to speak out,
without disintegrating it. ‘

For the present topic, the questions that arise are these: "How
can we be ontologically adequate in what we say about the quali-
tative?" or, more simply, '"How can we describe the qualitative
qualitatively?" or, if these cannot be, "How can qualitative
experience come into speech?" A further complication is placed
upon us if we ask the question Pepper (1942) might frame: "How
can our describing of the qualitative be cognitively adequate?"

This last question is both the easiest and the hardest of the
set. It points both toward a clarification (as a warning) and
also toward an impasse (epistemologically and metaphysically).
In his demolition of "animism'" and '"mysticism’ as two cogni-
tively inadequate world views, Pepper can help us side-step

the arbitrariness which previously was said to mark the pro-
nouncements of many artists. Animism, with its search for

and belief in "big spirit" comes forth with a claim for infal-
lible authority, whether placed in priest, shaman, artist,
politician, scholar, or demigogue. Mysticism lays claims to
the indubitable certainty of immediate insight into the meaning
of all things. Put these two together, for example, in a
charismatic spiritual leader who sells mantras and speaks
"scientific facts'" toward a political brand of world betterment,
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and we have a potent form of dogmatism (posing as a claim toward
cognitive adequacy).

Mysticism is singularly appealing in this time, especially since,
as Dewey indicates, there is a mystical ingredient in all exper-
ience. Intensity, spread, and fusion are enticing categories for
the construction of spiritual ladders. Their confounding with
the qualitative and the artistic are easily understood. But, at
bottom, the appeal toward person and intensity are dogmatic inso-
far as they are made the basis for explanation or understanding.

Gendlin (1962) makes a distinction pertinent to the issue of
cognitive adequacy. The validity of cognition and the causation
of cognition are two issues which cannot prejudice the inquiry
into "experienced meaning" itself. In this latter we look upon
what we do actually experience, not at its possible causes nor
at whether the understanding and interpretation following there-
from are construed to be valid from any a priori system purporting
to lay down rules for some or all cognition or for the adequacy
thereof. We need, in fact, what I. A. Richards (1955) called
for: a method that uses the emotive and the poetic to study the
emotive and the poetic; and this method must not prejudice
either the emotive or the cognitive uses of language, but leave
both functions free.

The fault may lie in the way we construe "thinking" itself. 1In
an enlightening essay, Heidegger (1974) meditates on Leibnitz's
statement '"Nothing is without ground.'" Rather than follow this
late—~appearing assertion into only its scientific application,
which he calls modern ''calculating thinking,' he goes behind it
and places a new stress and meaning upon it: 'Nothing is without
ground." Nothing has being without ground. And the ground of
being itself is Being, the nothingness, the allness, the mystery.
For our deliberations here, I would like to argue that the
ground of "arting" (the situation of making and responding in
art, or one's being-in-the-world in art) is indeed being the
"live creature'" in its world with which Dewey began Art as

Experience.

Thus there is a "knowing'" in art and in the qualitative, and

what it is "about" is 'being" itself. We can then escape

the subjectivist and narrowly conceive expressionist positions

it is easy to fall into, for the experiential, the qualitative,
the artistic reveal themselves only ontologically, as being-lived-
forward-in-the-world, and we can have our dwelling qualitatively
in the world of experience and within language (which to Heidegger
in its basic sense is "'the house of being').

At this point, however, the excursion through Pepper turns back
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upon itself, for "cognitive adequacy' cannot come in tog readi%y
without the destruction of what in this instance it is "about.
Thus I have held to '"describing" as only possible "qualitatively"
insofar as qualitative phenomena are concerned. It would seem
that any claim toward '"cognitive adequacy" would have to give way
to ontological or experiential adequacy. "Explaining' would pro-
perly yield to "understanding,' and our posture would be closer
to Heidegger's or Gadamer's '"hermeneutic phenomenology" (Palmer,
1969). It might also be close to some brand of '"progressive
organicism" (as opposed to "idealist organicism') (Pepper, 1942).
And it must be remembered that in Heidegger and Gadamer we have

2 direct critique of Western metaphysics for its ontological
impoverishment which has progressively denuded our experiential
world of its qualitative scope.

In my book, Alternatives, I do not speak of methods of descrip-
tion but of modes. Modes are closer to attitudes, qualitative
orientations, moods, states of being, in which knower and known
are not broken apart into subject-object thought and language.
The late Heidegger speaks of a questioning stance in which,
through meditative thought, he interacts with some aspect of .,
being which is coming to understanding. I have not said "text,
as in common in hermeneutics (interpretation theory, or inquiry
into undestanding itself), for that already objectifies what is
to be understood-—-although perhaps not, if we use the term
"work' instead of "object," a usage common within aesthetics.
Heidegger also may be said to rely on modes of being in his
encounters toward understanding. He does not, for example,

mind "'doing violence to the text,'" for there is no objectively
valid content which is assuredly the author's without his inter-
action with it. He thus asks about what the author has not said,
about how this struggle into being emerged from nothingness.
Still later, he seems to suggest a waiting, patient attitude,

in which the one moving toward understanding is the ''shepherd

of being," protecting it and letting it come forth (Palmer 1969).

Gadamer's Truth and Method (1975) would seem to be about the
truth of non-method and the truth-of-being of the questioner.
A dialectic of question and answer is at work with the text. The
basic form of inquiry becomes the dialogue. Heinrich Ott (1967)
has further clarified the "phenomenology of dialogue'" by looking
within the dynamics of interaction of dialogue partners ad they
try to deepen their understanding of something between them.

It is refreshing, however, to also return to Dewey and his com-
ments on the qualitative. There would be, to him, no real
reason for describing the qualitative unless one wished to point
the way for another, in which instance the simpler and more
direct the description the better. Descriptions could also have
for him, a commemorative and enlightening function, for whatever
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is brought to clarity would be attributes of the guiding quality
itself and could thus fund back into the experience of it, lead-
ing it on through resistances, integrations, fusions, and the
like, toward a rounded, consummatory experience which is an exper-
ience in the fuller blown aesthetic semse. Thus the description
can extend, round out, form, commemorate, and consummate what

was there from the start. It would seem that in Dewey the form

of those arguments is not too far removed from the drift into
dialogue itself as this term is used in hermeneutic phenomenology.

As to "what" one can say, Pepper (1942) provides the clue in his
description of contextualism. Quality is indescribable directly,
but we can draw out the textures encountered and the minute
strands comprising the local parts. There is no end, virtually,
to this kind of action. Its danger would seem to be that of
infinite extensionalization and dispersement, at the expense of
integration. But, with the qualitative as a focus, all the local
activity should be able to fund back into its source and synthe-
size into a richer level of experience. The locale is a part of
the larger landscape.

Still more suggestive to me, presently, is a fusing of '"progress-—
ive organicism'" with the exegetic interpretive method of the

late Heidegger or of Gadamer. The fruitful question from this
view would seek to ask how or why each part of the forward motion
of creating or responding is intuitively a fragment of a fore-
shadowed whole from the start, before even a number of the re-
sistances and conflicts along the path appear.

Novosel's (1976) "structural-existential” model (the S-E model,
hereinafter) moves into a progressive organicism cosmology which
tries to heal the determinist-intuitionist split into the ex-
plaining-understanding split. In brief, the S-E model is an
"interpretive analytic' which is useful for application within
the existential stream once it has become history (or a "text"
for interpretatiomn). It sorts out events, statements, descript-
ions, and acticns into three columns, which correspond to the

structure of a metaphor: (1) the antecedent, (2) the constitutive

(where conflict and clash with the antecedent appear in the form
of "difference'" and ''mewness'), and (3) the consequent (creative
synthesis, resolution, metaphor, wherein the antecedent and cons-—
titutive are not submerged but "held-together—-apart" in a novel
form). This is ''progressive organicism' because the fragments
lead to nexuses which lead to conflicts which are overcome in
integration into wholeness of form. It is "progressive' because
the end is not ideal a priori but emergent from the conditions

of forward movement itself. It is generative speech—-"metaphor,"
which in the Japanese language has the meaning of "to speak in
darkness'". As lived metaphor, creating man moves through his
essential vulnerability in action. All creative thought
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exemplifies, from this perspective, a death-into-life movement
a transcendence of antecedents through conflict toward novel ,
integration. The conflicts, the resistances, are radically
"other." The dialectic through pain gives birth. There is no
"self" to be disclosed or expressed; what expresses itself is
the trace of being itself. The artist shepherds being through
the matter of his dialogue; his shaping as he is shaped leads
toward the birth of formed matter. A world view is implied that
would grant the wholeness of fragments despite the history of
conflicts—--nay because of them--through which they must jourmney.

To respond to the S-E Model and the progressive organicism it
implies, one would have to work out one's ontology of creating.
One would have to participate in it not analytically but as a
movement toward revelation or disclosure of the whole toward
which the existence-in-structuring (the structural-existential)
gravitates. Existence is not confined to a will-to-structure;
it is, in creation, prior to, as participative in, emergent
structure. Linear time is thus fractured as a unity, because
the whole which being-in-time reveals in its formative tendency
ig implicit from the start. In like manner, the dispersal of
being over time does not allow for calculating thought, because
the "whole'" which is known-unknown from the start has its own
space-time, which is completely relative to the context of the
observer (or, dependent on his own space-time referential system).

Nor is the direction through dialogue and hermeneutic phenomen-
ology compatible with the neo-transcendent subjectivity of
Foucault (1972) who, if I understand him, engages in a despair-
ing structural analysis of unique instances of works (and all
are unique) by embracing a calculating of coming-to-structure
(as discontinuity) that abandons a priori calculation. On the
contrary, the world in which we have our being would seem to be
neither the world of prior structure or no structure, but that
of coming-to—-form, out of concealment, in which our own parti-
cipation, grounded in our own being-in-the-world, allows no
purely calculating thought to break in. Conceptual description
can be in touch with a shared experiential base in the qhalita—
tive, but when it takes over, the quality of experience progress-
ively recedes.

Students of mine who study with me the problem of inquiring into
man's qualitative experiential world in art, reflect when they
ﬁome'to try qualitative description of the qualitative, fear of
subjective disclosure' on their part. They say that it seems
as though they are learning more about themselves than what is

qualitative. I used to accept this as inevitable, but now I
see that it is as bad to psychologize the self as another
(maybe worse). Insofar as one learns only about oneself, one

is still operating under the subject-object split, that is,
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within "subjectivity" rather than within one's proper and in-
escapable "subjecticity,' for in the latter the work is revealed
to us as it "is," as disclosing and manifesting itself as an
"other' with whom we can be in dialogue. It is thus mno static
work, but only the work that is "working' in our dialogue with
it. To Heidegger and Gadamer, and in a similar way to Dewey and
the late Pepper, this subjecticity is man's common and ines-—
capable fate, but also his glory: his living always within the
generating warmth of the qualitative, no matter how far he may
remove himself toward the "purely" conceptual (and even if he
forgets the originating climate of the "purely' conceptual).

Tt is time to summarize what 1s being said about quali-

tative description of the qualitative and to bring our focus
down to interest, motive, purpose and action, whether as teachers,
artists, critics, researchers, or, indeed, as live creatures who
have a qualitative experiential world at large and then, of
course, also in art. We dwell within, we have our being within,
the qualitative. Nay, the qualitatively experiential is our
1ife itself. Dilthey (Palmer, 1969) one of the great "life phi-
losophers'' of the late nineteenth and early twentieth century,
was fond of stating: '"Behind life thought cannot go." I accept
that dictum; yet within life, qualitatively grasped, thought
can do much without fear of reduction of its source--more than
that, with great chance of its enhancement. At the source, in
the pervasive quality that stains all experience, there is a
plenitude to draw from. The ground of life, I have argued, is
being itself, and the "being of beings'" is inexhaustible. Whether
we await patiently, question and be questioned, shepherd being,
do violence to the text (to go behind its surface), listen to
the call of being, extensionalize the textures and their stands,
or point as simply as possible in words—--whichever wording and
stance we accept, depending on our philosophical persuasion, we
share, lead from concealment, fund back into and extend, that
qualitative wholeness upon which we have based our thinking
dialogue. Our thinking dialogue, in fact, unfolds within its
circle, admitting the mystery, letting it speak, but not claim-
ing infalliable authority nor indubitable certitude, only the
relativity but ultimacy and adequacy of authentic speech. This
is hermeneutics (interpretation, understanding) in all of its
etymological meanings: (1) to say, speak, and express; to
carry the message from the gods to men (as did Hermes of the
winged feet in Greek mythology); to oppose metaphor to meta-
phor, in generative speech; (2) to enunciate, "explain' in

the weaker sense of to compose and divide, to extensionalize
and then to synthesize; to do exigesis; and (3) to translate
from one "language" into another (Palmer, 1969). These, then,
are the modes and functions of qualitative description of the
qualitative, and I have suggested some of the motives and pur-—
poses attached to these.
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But why is description of the qualitative said to be qualitative
itself? Negatively put, the reason is that conceptual, analy-
tical thought fast loses touch with the wholeness of tﬁe quali-
tative. Having its origin there, it nevertheless behaves like
academic psychology as it moved from philosophy--that is, it
denies iFs origins. Need it do so? Perhaps not, if absEract—
ness arrives gradually, perhaps along the route of the first

and third meanings of "hermeneutics,' saving anything smacking
of "explanation" until the end, in which case the "explanation"
will end with more of a fading '"because" than an answered "why?"
If, however, we have already spoken poetically and translated '
into speech something of the experience we have of the qualita-
tive, the result will itself be qualitative. It will have
authenticity, which is the adequacy of qualitative experience.
Nothing can be more valid than that without dogmatically attack-
ing the bases of this argument from outside. From within, much
that I have said can be improved, I am sure. ’

Why, it might be asked, do I not settle for '"qualitative inter-
pretation" or '"qualitative understanding' rather than ''qualita-
tive description'? Because the former would be too easily dis-
counted in the current climate of art education thought, whereas
the latter lays claim to the undergirdings of our most éonceptu—
ally developed thought. Notice that I cannot say "rigorous', as
is often done in '"'scientific' postures within the field. Ali
thought, all description can be rigorous, and of all places
where it has not been of late I would point toward art education's
effort at being "scientific.'" Neither the Copernican nor
Ngwtonian revolutions have touched us there yet, let alone the
Einsteinian. As Heidegger has shown, meditative thought can
reveal what calculating thought cannot. And Dewey has shown
that qualitative thought is as advanced and as rigorous as any
other form of thought. These philosophers from two different
c?ntinents, then, would seem to support the claim that qualita-
tive description of the qualitative is not only possible but
essential to man's very quality of life itself. Behind the
quality of life qualitative thought cannot go. -

Research After—-word

Calculating thought has largely pre-empted the word 'research"
for its own purposes, but we will here take it back into our
alternatives. Indeed, as I and others have argued, the concept-
ual, the causative, the calculating, the cognitive, all have
their origins from the base of the qualitative, the experiential
from felt meaning, from conscious attention and intuition workiné
Sver feeling. More recently, Smith (1978) has urged us to

accept the dialectical polarity of causal and interpretative
frames of reference,'" looking to the problem of their differ-
ence ''mot as a fruitless choice of either/or but as a challenge
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to deal with both." Pepper (1966) has attempted to demonstrate
(by arguments too lengthy for inclusion here) that qualitative
and conceptual description can both deal adequately and simul-
taneously with the same event by way of what he calls the
"neural identity theory." I am currently teaching a seminar on
""Basic Description in the Arts" drawing upon the base laid down
in Dewey, Pepper, Gendlin, my own efforts, and philosophical
hermeneutics. It is my intention to show that it is incumbent
upon a priori conceptual approaches claiming to say anything
valid about qualitative phenomena to demonstrate that they have
an anchorage in the qualitative event itself.

Along this same line, I want to mention a research proposal of
mine and Joan Novosel-Beittel's called "Body-Mind changes
Accompanying Sustained Immersion in Art Expression.'" I quote
this proposal, now in its pilot phase, at length because its
ground and methods are pertinent to all that I have said
above.

Body-Mind Changes Accompanying
Sustained Immersion in Art Expression

Kenneth R. Beittel and Joan Novosel-Beittel

Background and Purpose

Philosophers, theorists, researchers, and educators
have ascribed positive body-mind changes to sustained
immersion in creative activity. Much of this litera-
ture suggests a cautious interpretation of these
changes, seeing them as paralleling construction or
reconstruction of the self-system (or '"body-mind"

as it will be called in this paper) which occurs, not
in a clear cause-and-effect-way, but as increments of
actualization accompanying the concrete and symbolic
repetition of making organic artistic wholes.

From a research position, metaphysical and epistemo-
logical questions arise in confronting this body of
theory and lore. Determinist positions, though
powerful in precision and method, begin ineffectually
far removed from the qualitative and existential world
of those making art. Intuitionist positions begin at
the core of the same qualitative and existential world
but embrace a scope so vast and a methodology seemingly
so ad hoc that "understanding' seems to be equally
hard bought. Actually, both positions and their
associated methods are taken to be legitimate and
cognitively adequate world views. At their bases,
however, they seem irreconcilable.
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Art expression, seen as the progressive realization
of organic unity without the imposition of a priori
ends or constraints, remains, to a number of philo-
sophers (e.g., Dewey, Collingwood, Langer, and more
recently, Hausman), a paradigm case in which the
clash between the determinist and intuitionist views
comes to the fore. Moreover, various theorists

tried to keep alive the inevitable tension between
these views in a collaborative convergence on the
problem of creation in art. Foremost among theorists
supportive of this effort are Maslow, Gendlin, Hausman,
and the later Pepper.

The research of one of the principal investigators

has ranged both sides of this debate, from controlled
experiments to ontological-phenomenological-hermeneutic
descriptions and interpretations. As far as is known,
however, no basic descriptive studies have been under-
taken which invite these two views to co-exist colla-
boratively around the phenomenon of making art. As a
paradigm case, where means and ends are not separable,
where neither the progressive categories nor the ideal
categories of formative organicism are allowed to hold
sway, the making of art invites such a tensional
"holistic" synthesis.

Parallel developments in "holistic medicine," in
"humanistic psychology," in movements toward 'body-
mind integration,' suggest the climate is ripe for
such teamwork. Clearly, neither specifically "out-
side'" nor "inside" views will completely suffice
for this task.

Procedure

Ten "artists" will be screened by means of in-depth.
interviews and related clinical methods by a philo-~
sopher, a clinical psychologist, and a medical 4
doctor before and after a ten-week immersion in
regular art activity. The three specialists will
work independently of each other. Their effort will
be to produce holistic descriptions of the artists
at these two points in time. All three specialists
will be carefully selected for their willingness to
undertake integrative descriptions from the vantage
point of their own science and art.

In the interim period, these ten "artists" (this
word is in quotation marks because, as will later
be shown, it is not essential that participants
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have had prior artistic training) will work once
weekly for ten consecutive weeks within an existing
studio research facility (the 'drawing lab'). Here
they will experience a supportive but non-instruct-
ional climate, wherein their own artistic autonomy
comes first. The principal investigators will re-
peat the general methods of their prior research
(detailed in their own publications and those of
prior research assistants) which, briefly, gain
access to the artist's creating consciousness after
the fact, by means of stimulated recall prompted
from time-lapse photographs of each work's history
as recorded unobtrusively from a front-surface mirror
on a 45° angle over the artist's work table. These
reflective interviews will take place each week
before new work is begun and will trace the origin
of the prior week's works. Interviews and all other
comments by the artists will be recorded for later
transcription. In addition, the researchers will
make lab notes weekly and record phenomenological
observations as they occur.

The logic of this "inside' view is such that the
artist's world of making and being comes progress-
ively to stand in the consciousness of artist and
participant observers alike. Art works, process-
records, reflective interviews, observations and
lab notes fund together progressively so that a
holistic view of the artist and his artistic serial
develops.

At a later time, after the cessation of the artist's
work in the drawing lab, the cumulative material,
particularly the reflective interviews, will be
analyzed by two documented intuitive methods. One
of the these is a "historical method" which focuses
on the artist's third order concepts about making
art (his concept of his concepts of making art) as
these are ascertainable over the ten-week period

in the drawing lab. Changes in these third-order
concepts are taken to be a reflection of the artist's
spiralling involvement in art making as these are
seen along a time line. The second method, aptly
termed a '"structural-existential method" (or S-E
method) by its originator, focuses on the occasions
of existential change in the artist's consciousness
by isolating antecedent conditions which clash with
present conditions and lead to consequent ones
transforming and transcending these.

108

Both of the above methods have elaborate philosoph-
ical and methodological justifications supporting
them. Both attempt to resolve the split between
qualitative and conceptual descriptions of on-going
events.

In like manner, the 'outside' specialists will

have to resolve, from within their own disciplines,
the split between qualitative and conceptual descrip-
tions in the effort to produce an integrative and
organic view of each artist at two different points
in time. The "inside'" view will trace the history

of changes within the artistic serial itself.

The eventual task of synthesis will place the ''out-—
side" and "inside'" views together and attempt a
description of each artist's body-mind changes.
Then, in the nature of 'pooled cases" in medical
research, a synthesis of these source across all
ten artists will be attempted. At this level of
drescription, more abstract categories will be
drawn from the material under synthesis. The
latter effort could fail without endangering the
basic descriptive nature of the study as a whole,
although it is felt that supportable abstract
categories will emerge for theory building and

for later testing for structural fit in new contexts.

The key to this effort at an internal and external view of
artistic-phenomena is the requirement that the external experts
report their findings in a manner which is integrative, address-
ed to an evaluation of the total physical, psychological and
mental state of the participant before and after the "causative"
event: immersion in sustained art expression. Most of what 1
have said in my paper proper at this Conference, however, is
addressed toward the "internal' or qualitative side of the event.
I wish to pursue "structure" and "method" within this qualita-
tive focus in the paragraphs which follow. :

First, I want to offer a kind of cycle-of-abstraction from the
final draft of Novosel-Beittel's (1978) recent paper.
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I feel that this table should be mostly self-explanatory within
the context of my paper. I would like, however, to offer an
example in structure, not content, of the part of the table
labelled "Reductions of the Surrogate." This is drawn from
Novosel-Beittel (1978):

A Structural Example of How Descriptiom, Abstractions,and
Interpretation Can Arise from Understanding of the
Qualitative Event (Q) without Distorting Their
Source in that Event

Level 1: The Event (Q)

Here: 20 sessions of art making in the Drawing
Lab phenomenologically shared by the re-
searchers.

Level 2: Dialogues with the artist stimulated by process
photographs of his art making.

Level 3: 200 pages of type-scripts of the 20 dialogues

Level 4: 30 pages of type-scripts of 3 key sessions
yielding most understanding of the artist's
journey through the 20 sessioms.

Level 5: 9 pages of typed "reductions" of dialogue content
into paraphrase of that content in more abstract,
descriptive language.

Level 6: Interpretations, relationships with surrounding
contexts, second-level reductiomns, etc.

“Level 7: Re-investment, or funding, through integration,
' synthesis, back to the quality of the original
event (Q) p
. L

The above example is an actual one from one of the case, studies
in Novosel's thesis (1976). It is pertinent to6 this disc¢ussion
because it shows how time, distance, and abstraction can occur
in an orderly fashion when one is in touch with the qualitative
event throughout. As Dewey puts it, the aspects abstracted out
are a part of the pervasive quality and are guided by it. And
this quality is part of a situation, a context, binding research-
er and event together. Once the full meaning of this process of
inquiry is grasped, we may experience an Einsteinian revolution

within Art Education research.
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A RESPONSE TO DR. BEITTEL'S PRESENTATION
David L. McKay

Je pense que je suis heprésentatif d'um grand
nombre d'ducateurns en art "qui s'inquiltent
mais ne peuvent pas..." qui ne semblent pas
disposen de moyens propres de saisin Le sens

ou Le cowrant de pensée d'un thaité a cause
d'une tendance déroutante d préciser Le sens

de La facon La plus exacte, a jouer avec Les
nuances infimes de signification presqu'd
L'ingini; au Lieu d'étendne La discussion

par des LLLustrations métaphoriques qui he-
joignent beaucoup plus de voies de comprihension.
Je trouve La communication de Beittel natfachée
aux deux cftés de ce probléme. Peut-Ztne est-ce
L3 qu'il devnait se situer, sur une sonte de
tevain classique moyen entrhe Les philosophes et
Les praticiens en ducation antistique. Mais je
trouve que Les 4idées sont thop importantes pour
nous powr nisquen que nos colligues n'accordent
pas L'attention totale que Les principes exigent
et ménitent.

La né§érence de Beittel A La suggestion de I.A.
Richand, @ savoirn que nows deviions utilisen
L'emotif et Le poetique pour etudien L'émotif et
Le poctique me semble Btrne une idee thés simple
bien que puissante et contraignante. L'acceptation
d'un ensemble pluraliste de néponses approchies
powr des situations et des besoins differents
devient ici également impérative. IL est grhand
temps que nous développions et utilisions des
systdmes varniés pour Les deéonirne aux authes et d
nous-mémes et poun en faire L'expérience au Lieu
d'essayen de découviin Le moyen pargail unique.
Je consens a accepfern volontiens au moins un autre
systime de mon propre pragmatisme, tout en pilces
napportées, comme Ctant totoalement apphophil ek
apparemment essentiel a L'expérience d'un fout
qualitatif. Mais alors Laissez moi alons &the
pragmatique et demander comment ce sysitéme va
gonctionnen? En acceptant que Le phinoméne
qualitatif pwisse etne identifié et explrimente
et que des moyens puissent etne élaboris poun
Le décnine a4 La satisfaction ou au moins avec

un centain degrhi de consensus des parties
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impliquies. Et alons? C'est-a-dire, comment va-t-on
appliquer Le savein qualitatif a L'acte qualitatif?

18 semble que L'aspect important dans L' emphase de
Beittel et Novosel-Beittel concerne Le savoir personned.
Leur observatewr devient moins un Zémoin-qui-ne-se-met-
pas-de-£'avant et commence finalement @ entrer dans Le
jeu de £'observe, de £'antiste. Pouvons-nous aussi
ouvrin La définition de celui qui est observe pour
fLguren également L£'tudiant ou L' antiste-atudiant
apprenant?

En essayant de L'appliquer, pouvons-nous red@finii

Le témoin pour signifien Le professeurn? Est-ce que

Le témoin-participant-observateuwrn dierit dans La
proposition est une redéfinition du nile de professeur?

Selon La description, L'Etude se déroule dans un climat
d'encouragement, non instructionnel; et <L a EtZ deekare
que £'awtonomie artistique est La prloceupation majeure.
Mais, je penserais qu'une certaine forme d'apprentissage
se produit au trhavers d'une direction subtile, qu'elle
S04t ow non auto-revélée. J'ai deux hremarques a faire
a cet égand.

Premidrement, Le nappel par stimulation est utilisc
dans cette étude comme une méthode pour faire reculern
Llantiste dans Les attitudes de La semaine pricédente.
C'est un grand Laps de temps. Ces intervwptions dis-
thayantes n'affectent-elles pas Le processus? L'antiste
peut rapponter quelques unes de ces distractions avee
Lwi dans son thavail de création. Peut-2tre que

2! immersion devhait etre internprétie plus a La Lettre
afin d'evitern ce probféme, en employant des sujets
qui travaillent @ Leur tdche artistique chaque jout,
toute La jounnde, dans une atmosphlre de simifi-
retraite.

Le second point concerne Les interviews neflexives
qui sont menges avant Le moment de commencer chague
nouveaw travail hebdomadaire. Alons que L'on
s'attend @ ce que L'observateur participant en arrive
a A'lidentifien proghessivement @ L'antiste, au proprhe
développenent de L'antiste Lui-meme en fonction de
son travail, et avec Le travail de L'antiste... je
suwis encore prgoceupd par La fagon dont Les contrdles
nédwisent, netiennent ou Cquilibrent L'apport de

L' observatewr-panticipant. Cette personne d-La-(ois-
de-L' extérniewn-et-de-L' intinieun partage L'espace

& Llinteniewn de La bulle phénoménologique mais ne doit
pas 8tre autonisce & devenin la vedette du spectacle.

116

Une telle personne a une foamidable responsabilite
en assistant et en se Liviant @ son etude sans Ain-
fluencern. Tout observateur (et dans ce cas,

L' enquetewr-intenprlte-souffleur) peut faire jouer
ses priférences simplement par Le choix des choses
remarquées, que ce so0it par une disposition d'esprit
a prioni en effectuant un ajustement expérnientiel
aprnls Le fait en partant des data rassembles pre-
cedemment sous La forme La plus stérnile.

Ainsi, AL semble qu'il y a ou deviait y avodir
d'autnes cherchewrs dans cette Etude qui puissent
supervisen Le dénoulement des rapports informant/
informé et qui puissent, nous L'esplrons, Saisin
wt tendance possible de £'observateurn participant
a devenin thop agissant dans La relation trhiadique.
L'antiste peut commencer @ recherchern dans cette
situation d'études des signes et des indications
chez son "partenaine” @ La manire attentive de
L'enfant qui a décidé que La maniere sage de
fonctionnen est de fairne ce que £e mattre dit

et ce que Le matltre fait. La situation peut
nécessitern un quatnidme personnage powr contrdler
Lo troisidme, celui qui fonctionne en dedans du
contexte de production de £'oeuvie. EsL-AL
possible d'appontern quelques contre-mesuries,
appliquies tnds soigneusement pour pallier cette
situation, La redressern verns une position d'Equd-
Libre? Comment dans une situation phénoménologique
comme celle-ci peut-on emp@eher Les observateurs-
participants d'enseignen par inadvertance et Les
sujets d'apprendre de ces derniers?

Peut-dtne que toutes Les contraintes devhaient

athe assouplies et L'ctude muins prfoccupe de
savoin comment un individu développe ses formes

d'arnt et davantage soucieux de ce qu'il choisit

de sélectionnern paumi ses intérets, son experience,
son intuition. . .et L'environnement cowrant (y compris
La personne qui peut bien Lul avoirn enseigné une
chose ou deux) pour créer L'ant., Un enseignant
devnait etne aussi impontant pour nous, Etant des
éducateuns en art, que celui qui apphend.

Je pense que La nechenche de Beittel et ses remarques,
qui reprdsentent Lol sa pensée swt S0n thavail, sont
extrimement importantes pour nothe domatine. Son
arngunent paralt nous neitern, sinon a nethouvern, au
moins 4 redécouvnin La qualité des choses comme un
moyen de nows comprendre nous-meémes. Comme Le dit
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Susanne Langer, Les adjectifs que nous wtilis ons
aujound' hui avaient oniginellement un nappgmt
avee £'accent des sentiments et Les qualifes des

Aens.

Ainsi que Les hommes de notre passé Le plus
Lointain Le firent natwiellement, nous avons
besoin d'apprendre @ nouveau & converser et
discowrin swe Les qualités des choses. EL nous
avons besoin de mettre @ jowr des moyens powr
identifien La nature de L'acte de production
d'une oeuvre de facon @ avoir quelque chose de
qualitatif sun quod parles.

Three—Cornered Ping—Pong Anyone? (1)

The song of the siremns,

The song of songs,
And the song of a bell in the empty sky.

Artist,
Witness, and
Aborning work.

Artist-witness,
Artist-work,
Witness-work.,

As co-agency,
Co-sharing, and
Co-creating...

Singing the sounds of a ping-pong bell in the
Still, empty sky.

The preceding thoughts and phrases are my spin-off impressions
gathered from Dr. Beittel's parting words in his artic%e in a
1974 Art Education journal on "Formative Hermeneutics 1n”th?
Arting Processes of an Other." They should "ring a bel} Wlth
anyone familiar with the term "Arting'" and Beittel's thinking
that led to its use.

My first contact with Dr. Beittel, albeit from the sgcure and'
impersonal refuge of the back row of a small auditorluw, was in
the very early 60's at Wayne State University in Detroit. He
and Dr. Robert Burkhart confounded me and a few of my colleagues
(first year college teachers) by speaking a strange language
between themselves. It was certainly an Encounter of the Third
Kind for us, for the statistical discourse that came soO easily
to their lips gave the appearance of a wonderful Steinberg

118

caricature. They spoke to us in algebra or calculus, or some
such foreign language. And we had to play mental catch-up
throughout the morning. It was thoroughly impressive; but I'm
afraid it was not very meaningful. Perhaps I feel safer with
words than numbers, and signs; but I am relieved that Beittel
has turned to the medium and the philosophy of exchange that
deals with complete thoughts rather than the shorthand of symbols.
I think we often overload the circuitry when we make empirical
signs stand for too much. We risk the loss of power of meaning.
Or we risk an explosive diversion from the central idea into a
frenzied search for understandable alternatives. Or we simply
experience a numbing and total breakdown in communication. It
means we are no longer talking together, and that we have some-
how limited healthy exchanges between people who have ideas and
those who have questions.

Some ideas are best distilled or graphically represented, or
hyphenated as Buckminster Fuller would have us do. And one
should expect in a meeting of great minds such as this that
discussion would be conducted on a higher plan of discourse

than usual. But how high the plane? Who will interpret what

we say? And I do not refer to the translation from English to
French, or French to English —- but rather to the sense, non-
sense, commonsense matter referred to yesterday. 1 think we
ought to roll up our sleeves and speak as plainly as possible
while still maintaining meaning in what we say. We tread on
dangerous ground when phases are coined or archaic terms are
plucked from the dig. I am expressing my personal concern

that the exciting and important ideas that researchers in the
field put together travel precariously along the edges of my
understanding. For me, and perhaps for others, they are in
danger of falling off the shelf (or through the Looking Glass)
into the nether world reserved for articles and books that are
put aside for another time, when I say I'll need more time to
concentrate. This is my dusty graveyard of earmnest intentions
unfulfilled. Maybe I reveal my own ignorance or a kind of mental
laziness in this respect. But I think I represent a rather large
number of art educators "who care but can't.." who can't seem to
get a proper handle on the meaning or the trend of throught of a
treatise because of the diverting tendency to define more closely
to play with the infinite nuances of meaning almost to infinity;
rather than to expand the discussion into metaphorical illustra-
tions that bridge many more avenues of understanding. I find
Beittel's paper reflective of both sides of this issue. Perhaps
that is where it should be, a kind of classic middle ground
between the philosophers and the practitioners in art education.
But I feel the ideas are too important for us to risk that our
colleagues will not pay the strict attention the principles re-
quire and deserve. Now I have expressed my fears. Beyond style,
let me attempt to comment on content as I think T understand some
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of the concepts.

My own background has been somewhat typical of most who have been
public school art teachers; college art professors of theory, -
methods, and studio courses; supervisors of student teachers;
and practicing artist-craftsmen. Which means that I have spent
some of my years showing, telling, guiding, and criticizing
students involved in a variety of art experiences... and have
called it "teaching." And I have experienced the development

of ideas and intention into completed art works. Jewelry is

my field, and the lengthy processes my abilities and temper-
ament have selected for me have provided less spontaneous and
more deliberate ways of proceeding towards translation of con-
cepts to things. I've turned the wax into silver and the silver
into objects... and have called the wonderful phenomenon 'creating
art." This is my background for the response still to come. I do
not intend to be so presumptuous as to suggest courses of inquiry
in an area which Beittel has developed for many years. But I
want to place some emphases at certain points as they have
occurred to me as a teacher-educator-supervisor-artist... and
student.

My first approach toward trying to understand Beittel's finely
tuned set of arguments was wholly atomistic. Pull the threads
apart to see what they're made of. Not a very practical approach.
An unraveled weaving remains fiber but ceases then to be fabric.

My second tack, probably closer to the heart cf the matter, was
the holistic or universalist approach. Get a feeling for the
overall experience. Do not try to analyze, but try to expe-
rience the wholeness of the presentation. Read it and sit back
to savor the sum of one's impressions of the sum of the parts.

And so I have become convinced-- or converted. I have confidence
that one can describe the qualitative. Beittel's reference to

I. A. Richard's suggestion that we should use the emotive and
peotic to study the emotive and poetic seems to me to be a very
simple yet powerful and compelling idea. The acceptance of a
pluralistic set of near-answers to differing situations and

needs also becomes an imperative here. Assuming that most people
find these "apples and oranges' -- the emotive and the cognitive -
as different from one another most of the time, perhaps it is
high time that we develop and use different systems for describing
them to others and to ourselves, and for experiencing them, rather
than trying to find the perfect single means. So many of us act
as if we are the ones blessed with the Golden Fleece. And that
it is the next individual, poor soul, who by our tightly held
argument cannot possibly be right, and must have earned nothing
more precious than a simple tube of yellow carpet warp. It is
refreshing to become convinced that many of us may be correct
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in our own arguments, if we are also willing to accept that at
least one other system co-exists to explain experience. May we
all dance on the tines of our own philosophical systems, then,
as symbolized by Pepper's fork of life.(2)

Beittel makes a strong case for the exclusive character of the
qualitative, and I have lived in the shadows of the cognitive-
summative axis too long. I'm humbly willing to accept at least
one other system from my own patchwork pragmatism as being fully
appropriate and apparently essential to the experiencing of the
qualitative whole.

But then let me be pragmatic and ask, how is this system to be
applied? Accepting that the qualitative phenomenon can be
identified and experienced, and that some means can be devised

to describe it to the satisfaction of, or at least with some
degree of communal agreement among, the parties involved...What
then? That is, how does one apply qualitative "knowing' to the
qualitative act, and still come out representing all factors in
the equation: teacher, student, learning, and works? In attempt-—
ing to apply it, may we redefine witness to mean teacher? 1Is the
witness——the participant-observer described in Beittel's and
Novosel-Beittel's proposal-- a redefinition of the teacher role?
It seems that much of the emphasis in the proposal is upon
personal knowing. Their observer becomes less an unobtrusive
witness and eventually begins to interact with the observed,

the artist. Can we also open the definition of the omne observed
to also represent the student? Or artist-student-learner? I
think we should, if we can, expand the implications and the
questions beyond what has been presented here for the purposes

of speculation on future applications of these ideas.

The interactions take place through a series of evaluative ses-
sions (formative) which begin to guide the artist or student
towards self-realization. I wonder how this very personal sys-—
tem of witnessing—sharing—disclosure—interpretation—disclosure—
understanding can be developed beyond the one-to-one frdme (or
two—to—one or one-to-one-to-one, if we should include dialogues
with the artist's work). Can this intimacy ever be achieved

on the wholesale scale of the school classroom? Not within the
time frame, institutional structure, number of individuals, nor
even the character of the youngsters, in art classes with which
I'm familiar. Introspection, even on the college level, is a
difficult thing to encourage or nurture towards a positive
dialogue between artist and witness. Will this procedure ever
become a practical mode for all art experiencing? Or is this
study an end unto itself, in which movement towards the under-
standing of the nature of creativity is quite enough. Perhaps
we will have to wait for another day to find methods of appli-
cation to the classroom-studios in which we teach.
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According to the description of the research proposal, the

study takes place in a supportive, non-instructional climate;
and it has been stated that artistic autonomy is paramount. But
I should think that some form of learning takes place through
subtle guidance, whether self-revealed or not. I have two points
to make in this regard. I assume that they have been covered or
anticipated, and that they do not represent weaknesses in the
design. But they certainly demonstrate the character of pheno-
menological research in all of its complexity and the essential
requirement to attempt to cover every detail that could possibly
become contextually significant.

First, stimulated recall is used in this study as a method to
pull the artist back into the attitudes of a week ago. This is
a long period of time. It is probably a necessary interval,
based on individual time schedules, and the need for time to
process the preceding week's records of the observations of
artist development. But I see a wrenching back and forth from
the reality of other life activities throughout the week, to
the once-a-week nurtured immersion of the subject into the
artistic act. Are the distracting interruptions apt to effect
the process? The artist may bring some of these distractions
with him to the arting process. And it seems that there may
have to be some lengthy and extensive warm-up periods before
the "other" life is shucked off in favor of the artist-problem
at hand. Perhaps "immersion'" should be interpreted more literal-
ly to avoid this problem by using subjects who work at their
arting tasks every day, all day, in a retreat-like atmosphere.

The second point relates to the reflective interviews which are
conducted preceding the time that each week's new work is begun.
While it is expected that the participant-observer comes pro-
gressively to identify with the artist, with the artist's
development of himself towards his work, and with the artist's
work... I am still concerned about how the checks restrict,
restrain, or balance the input of the participant-observer.

This is spite of assurances, such as appear in Beittel's article
in the Art Education Journal: "An Alternate Path for Inquiry
Into Art;" (3) that there is no intent to instruct or influence
persons, and that there is no conscious desire to instruct; that
it is the freest and most neutral environment possible. My
question remains about the participant-observer capacity or role
that I would characterize as that of the inside-outsider. He is
the individual who shares space inside the phenomenological
bubble, but who must not be allowed to become the star of the
show. Such a person has a tremendous responsibility to support
and study without influencing...thus bringing true psychological
respect for the artist's autonomy to the situation. This, of
course, has been one of Beittel's stated conditions. But any
observer (and, in this case, interviewer-interpreter-prompter)
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can exercise a bias simply by the selection of things noticed,
whether it be an a priori set of mind or by pract1c1ng ex?erl—
ential tuning after the fact from data collected earlier in the

most sterile form.

So it seems that there are (or should be) other resea¥c?e£sbi? .
this study who can monitor the on-going process of brief-debrie
and who can, we hope, catch the poss%ble tendgncy of the'obs§¥—
ver-participant to become overactive in the triadic r?latlons ip.
But even then, isn't the harm apt to have been done vlth nolwayf
to undo it after the fact? Depending upon the perceived role o
the observer (and perhaps his ascribed status, too, under thf
circumstances) the artist may begin to look for clues or'cuez
from his "partner' in this study in the hopeful way a child does
who has decided the safe way to operate is to do ?s.teacher.s?ys
and teacher does. And the child develops.an exquisite sens;tl—
vity to learning what the teacher wants him to d? and what het
thinks is '"'good" -- often without the teacher belgg aware tha
these signals are being picked up and acted upon in successive
situations. Coming back to the project proPosal, then3 the
situation may require a fourth party to monitor the third party,
the one who is operating inside the arting context. The express-

ed intent is, of course, to keep him "homest." But, short of
breaking the door down and ending the session t?en and Fhere,
the problem cannot be rectified -- if detected. -- until the

beginning of the next episode. Anq this also.presumes3 as I
said earlier, that the "harm" in the form of 1nappro?rlate '
pressures is something that can even be undone. Is it possible
to bring some very carefully adminstered count?rjpr?ssgres to
bear on the situation, swinging it towards equilibrium? Or,l ]
more properly, can it be moved back to the.autonomous conFro' 0
the artist -- his control of himself and his work? If this is .
not possible, then the situation may flutter ouF of control, a?—
what results may be fortuitous teaching. How, in p@e?omenologl
cal research such as this, do we keep observer—Part1c1pants fr?m
inadvertantly teaching, and subjects from learning frog them, in
spite of our best laid plans?

Perhaps all the constraints should be relaxed, a?d the study be
less concerned with how an individual develops ﬁls art forms,
and more on what he chooses to pick out of hié 1nte?ests, expe-
rience, intuition...and current environment (including a pe;i?n
who can possibly teach him a thing or two? to create.art.f is
broadened viewpoint, which accepts Wagner's declarétl?n o {es—
terday that there can be no phenomenologica} des?rlptlon.un ess
the observer inserts himself into the art situation, admittedly
makes the study situation more complex. But it does accounf for
an important variable in most of our lives: our teacher (the
observer teacher), or what in our lives teaches us... or what
phenomena we learn from. The teacher should be equally as
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important to us, being art educators, as the learner. In the
abstract, I cannot see them both as anything but absolutes in
the equation of experiential growth.

1 think that Beittel's work, and his remarks here that represent
his thinking about this work, are immensely important to our
field. His arguments seem to urge us, if not to go back, to at
least rediscover the quality of things as a means for understand-
ing ourselves. As Langer (4) points out, the adjectives we use
today originally referred to feeling tones and sense—qualities.
Somehow we have lost touch with the subjective value of experience
and today we put a premium on what are publicly comparable featu-
res of objects, classifying and representing to the extent that
quality becomes diminished or lost in what we speak of daily.

We also treat our feelings as objects, rather than affective
states of being. So it is work such as this that can lead us
back to those root metaphors, those conceptual antecedents we
left grounded in feeling that represented our rich beginnings.

We need to learn again, as people of our more primitive past

did so naturally -- to be able to converse and discourse again
about the qualities of things. And we need to devise ways to
identify the nature of the act of making art in order to have
something qualitative to talk about. Dr. Beittel's approach
points to our noble way. I think it is one of the most signi-
ficant directions for art education to take today.
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RESPONSE TO KENNETH R. BEITTEL'S
"QUALITATIVE DESCRIPTION OF THE QUALITATIVE"
Robert Parker

Les prnécédentes ornientations de La recherche en
Cducation antistique qui ont essayd de rendre
compte des aspects particulierns de £'activite
intentionnelle de L'homme pourraient Ctrhe Zeiues
pour des descriptions conceptuelles; c'est-d-dire
pour des méthodologies qui sont behavionistes, ,
basies sun des opérnations et vénifiables par

tout Le monde. Une approche plus récente, comme
Beitted L'a soulign€e, peut &the dépeinte comme
une deseription quakitative. Parce que Le
qualitatif est Le princeipe sows-jacent qui gouveruie
L'activite intentionnelle de £'homme; et peut-etre
d'apres Beittel, parce qu'a La fois poctique et ,
expressive dans un systime descrniptif, elle a La
chance de décrnine adéquatement Le cowrant de La
conselence antistique a4 L' intdirnieurn de £'Evenement
eXPreASLE .

Pour déernine adéquatement Le qualitatif, Beittel
essaye de napprochen Les vues du monde ohganico-
contextualiste de Stephen Pepper du -modéle
stuctuno-existentiel d'.interprétation et d'analyse
du counant de La conscience arntistique.

Le contextualisme et L"ornganicisme" contiennent
Lous Les deux des critenes pertinents a La relation
interne de L'évlnement expressif. La question peut
alons Cine posde A savoirn comment ces criténes
peuvent 8tre adéquatement réunis dans Le modéle
sthuctuno-exostentiel. Les cadtdnes .incorponls

dans une vue onganico-contextualiste, impliquent,
par définition, un renvol 4 une mesure ou des
meswres qui constituent Le cnitene Lui-méme. Done
Lutilbisation d'une vue organico-contextualiste ’
possede comme exigence des cniténes qui powviacent
ofhnin une prieiston de £'analyse esthétique de
L'evenement expressiy.

L? prnéeision de £'analyse esthétique apparalt ethe
d'une importance aussi grande dans L'utilisation du
quéﬂe structuno -exdistenticl poun fgalement

décrine qualitativement £'Guvlnement a apphrlcelen.
Les cniternes qui sont contenus dans Le contextud-
Lisme ot L"organicisme’ peuvent agir @ phAGHA
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par La vertu de Lewr fonetion, encounaggant par
ce moyen £'Emengence d'une sthuctune qui gonc-
tionnerait & prioni dans Les futwres kengonﬁ&aﬁ
aveo L'ceuvie d'ant. Cette neponse suggere que
2o desoniption qualitative de L'évenement
d'appréciation ou expressif powtait operen a
plusieuns niveaux; ceux qut Ae nqppontent aux
médiations de suiface pour identifier une
stnuctune émengente ef ceux qui ont talt aux
mediations au-deld de fa surface pouwr prisenter
wne structune pleinement déginie.

In his paper '"Qualitative Description of the Qualitative," Pro-
fessor Beittel's intention is to further explicate t?e assump-
tions which provided the basis for his book Alternatives for

Art Education Research, 1973. He identified these assumptions

as,

...to study the making of art one must move as
closely as possible to the creating stream of
consciousness;

and to do so, "...a special participant observer role.is essen-—
tial to his closeness (1973, p.vii)." IF is Fo the f%rst )

assumption that Professor Beittel primarily dlrgcts h%shreﬁar s_
today. He asks, If we are to describe the qua%lty whic c.arac
terizes the artistic stream of consciousness W1Fh%n purposive ,
activity, then how can this description be cognitively adequate’

The alternatives which Beittel defines in his book are n?t ?ho§e
which can be described as conceptual, that is, the behaYlorlstlg,
operationally based, and publicly verifiable m?thods.whl?h typi
art education research in past; rather his orientation is wit

the qualitative. And these alternatives or modes, as he sugggst?,
include both the presentational, which are closgst to the artlét s
stream of consciousness, and the historical, which connech'thls
stream of consciousness with the observations of the participant
observer. Thus the focus which he employs does noF separate the
knower and known, does mot treat the subject and ?bject as extreme
points on a continuum, but rather unites the two 1in an onward

movement towards integration to the ”...non—su?ject world on qual-
itative being (Beittel, 1978, p.6)." In deflﬂlng these alt;riiis
tives, Beittel hopes to point out some of the '"...features ©

1ess known landscape for art education research (1973,p.13D)".

in rinciple of these alternatives, and which he '
ziingiiEZ;Zs %egper aid Dewey, is the belief ?hat the gualltatlve
is the regulating principle which governs Tan s purposive .
activity. It is, according to Dewey, the ...Eackground, the
point of departure...of all thinking (p. 116).
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The pervasive quality which colors our experiencing, unifies
and guides our activity, and ultimately unifies our cognition
is Beittel's basis for inquiry into the making of art.

This orientation is a result of what Beittel calls ''metaphysical
pluralism," which he states is a "...rendering into a world
view what is appropriate thereto (1978, p.5)." What is appro-
priate to the expressive event in all of its "qualitativeness"
then is a means to adequately describe the pervasive quality of
the event in such a manner that the description becomes quali-
tative in itself. But this is not to suggest that he does so

at the expense of conceptual description, his use of the
"structural-existential' model attempts to conjoin these two
ways of describing. The structural-existential model is not

a restrictive, and either/or choice which has pervaded art
education research in the past, rather it is Beittel's belief
that because the purposive activity of man is qualitative as
well as conceptual then any a priori conceptual approach ought
to demonstrate an anchorage "...in the qualitative event itself
(1978, p.19)." It is through the synthesis of the qualitative
and conceptual that the expansion, as Pepper suggests, of our
knowledge occurs, a comprehensive unification of knowledge about
man's purposive activity.

To return to the question which Beittel asks concerning the cogni-
tive adequacy of qualitative description, he suggests that we are
faced with inadequate criteria to judge the descriptive language
of the expressive event. He does so to dispell the appeals which
have so often marked the pronouncements of artists as well as
scholars when they speak about the making of art. From Pepper's
World Hypotheses, 1942, Beittel outlines two weak criteria which
could characterize the intentionalist stance on the one hand,

and the intuitionist stance on the other. Both these positions
have little empirical justification. Animism and mysticism are
not justifiable grounds for qualitative description of the quali-
tative for, as is in the case of animism, its appeal rests upon
the infallible authority of artist or scholar; and mysticism
appeals to the indubitability of "... immediate insight into the
meaning of all things (Beittel, 1968, p.9)"

The criteria which appears to be cognitively adequate for Beittel
at this time is a type of ''progressive organicism.' The progress-—
ive organicism criteria seems to be consistent with the existen-
tial "being forward in the world" description of the artistic
stream of consciousness within the expressive event, and it seems
consistent with his structural-existential model as an interpret-
ive analytic, and it appears to function adequately within a con-
textualistic aesthetic as well. However organicism does contain
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criteria, and the hypotheses of organicism could be considered
unrestrictive in scope, but it does demand corroborative evi-
dence for its use to be justifiable. Organicism demands the
integration of the artist, spectator, and critic in the ex-
pressive event, and the recognition that fragments or elements
of the event really belong. The notion of belonging, according
to Pepper (1942) is,

when we have come to understand or achieve the whole
of which the fragment was a part, we will recognize
that the fragment was all along an integral part of
that whole, and that the apparent separateness of the
part was merely due to our failure to perceive it in
relation to the other parts of the whole (p. 74).

Then the onus is upon the spectator as well as the artist to
accomplish this integration. The spectator then acts as a
facilitator, guiding the movement towards integration. Thus

the use of "progressive organicism' as a cognitively adequate
descriptive model requires the accuracy of aesthetic analysis

as to the depth of the experiential integration of the qualities

of the expressive act.

To control this situation then, Beittel requires the expressive
event to occur in a limited context setting. To qualitatively
describe the root metaphor of making art unencumbered by the
structures of the situation which art educators have sought des-
cription in the past: the classroom; Beittel turns to the private
sector: the laboratory. There he hopes to discover the under-
lying structure of the expressive act. He does so by means of a
participant observer relationship. The participant observer acts
not as a passive spectator but rather a "nurturant friend," an
individual of trust who becomes in Deweyian terms, part of the
process of re-creation, who searches for descriptive language of
the qualitative, a language which is both poetic and expressive
to describe a poetic and expressive event. It is not the multi-
plicity of observation of a single fact but the observed conver-
gence of many different facts toward one result: that of the
description of an emergent structure of the individual's pur-
posive activity. Beittel admits to no structure, no will to
structure, no a priori structure, rather it is the emergent
structure of the '"being forward in the world." What he is sug-
gesting then, is that the artistic stream of consciousness 1is
continually undergoing transformation, the various fragments

of the event are continually in flux, moving onward, but still
regulated by the emergent structure itself. It is the constant
movement of the artistic stream of consciousness towards integra-

tion.

The question could now be posed. If the emergent structure does

128

exist through the exegetic interpretation on the part of the
participant observer, then what is the status of this emergent
structure? It appears that some sort of structure has been
achieved, does this then influence future structuring? The
problem as I see it, is whether the artistic stream of cons-
ciousness as qualitatively described through the structural-
egistential model may be analyzed in respect to surface media-
tions to identify an emergent structure as well as the analysis
of the deep structure of the expressive event to discover a
str?cture fully developed. I am suggesting that perhaps the
artistic stream of consciousness may operate on more than one
level. 1If this be the case, then an emergent structure could
be defined by the participant observer, however, a deeper
structure would be a possibility. Simply put, the question
centers upon the notion of whether structures are formatiomnal,
once the emergent structure has been defined, does it then
become a "structure'?

In summary, Beittel's concern at this time is to build a theory
of learning in art, or as he suggests, '...meaning in art (1973
p. 13)." He focuses upon the theoretical knowledge of particu—’
larized givens in a unique expressive situation. More precisely
the nucleus of Beittel's research is the investigation of the ’
expressive event, and his orientation is meant to encompass the
appreciative event as well.

The possibility of applying Beittel's orientation to the appre-
ciative event is particularly interesting to me, since I was
trained as an art historian as well as an art educator. As an
art historian I was trained te consider both the intrinsic as
well as the extrinsic characteristics of a work of art. Intrinsic
considerations would deal with the inherent qualities of a work
of art, whereas extrinsic considerations would focus upon the
conditions and influences surrounding its creation.

However, I am reminded of a task I was assigned to complete
very early in my graduate studies. I was asked to writé about
a painting by Matisse. I wrote the first paper explaining in
rather detailed terms the formal qualities presented by the
work. My instructor was not satisfied. Nor was he satisfied
upon the completion of the next two papers which further cla-
rified these formal properties. Finally, I wrote a paper
dealing with the pervasive quality of Matisse's work, this
paper was acceptable to my instructor. The importance of this
account is the fact that my instructor demanded that I confront
the work beyond the surface mediations which were readily per-
ceptable, to search for a deeper meaning significant to me as
an observer.

Upon reflection at this time, I realize that integration, a oneness,
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perhaps even an aesthetic experience could characterize my
attending to the work by Matisse. And it was done so with
little prior knowledge of Matisse. It might be suggested that
this is what Wagner means when he speaks of phenomenological
description as beginning with the self, and what Beittel means
when he speaks of integration.

But again I must refer to the point which I made earlier con-
cerning structures and emergent structures. Upon reflection,

I would suggest that some sort of structure emerged, however,

it was structure that has been used in attending to works of

art since my confrontation with the work by Matisse. This model
might be described as a structure fully defined.

In his search for the root metaphor of art Beittel suggests that
the parallel between making art and developing a self system are
"...the basic phenomena of our field and practice (1973, p. vii).'
This position has gained a certain amount of credence within art
education research during the last decade. Art educators, art
historians, critics, and philosophers alike have written exten-
sively on the connection between art and life and its applica-
tion to the practice of art education. It might be proposed
that Beittel is continuing this direction, however his orien-
tation moves closer to the event and what actually occurs when
an individual is confronted with an image.

Perhaps the notion that Gene Youngblood presents in Expanded
Cinema, 1970, when he refers to man and the image he creates
or is confronted with is appropriate here. Youngblood believes
that we are entering an era of "...image exchange between man
and man (p. 49)." He states,

The truth is this: that with the possibility of
each man on earth being born a physical success
there is no archetypal Man whom one can use in the
culturally elitist manner and each man becomes the
subject of his own study. The historical preoccu-
pation with finding the one idea that is Man will
give way to the idea that earth is, and then to the
idea of other earths (p.49).

Perhaps mdn's studying himself, relative to himself, uninhibited

by the notion of archetypal man, is what Beittel meant by an
Einsteinian focus in art education research.
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SPEAKERS' ROUNDTABLE AND DISCUSSION / TABLE RONDE ET DISCUSSION

J. VICTORIA

What we would like to do this morning is to have Dr. Wagner,
Dr. Aoki and Dr.Beittel make a few remarks in response to
their respondents and then we will allow our nine distin-
guished presenters to debate among themselves for a few
moments. Then after the coffee break we will entertain
questions to all the presenters from the audience. So, if
Dr.Wagner is ready.

H. WAGNER

I have only one remark to make which has to do with the
insightful presentation of Marilyn Zurmuehlen. She started
with beautiful examples taken from Holt's book with the chil-
dren who try to come to terms with a challenge. The recorder
of this observation spoke of children collecting data. I
would object to this language. Marilyn explained to me that
it was in purposes not for the children but for his readers
because they think in terms of data collecting. But children
do not collect data. They are involved in the adventure of
exploring their world. They are collecting experiences, if
you want to say it. Even "collecting" is too much, because

it is not their intention. They just do it. What is so beau-
tiful about young children is the spontaneity of the thing and
the playfulness of everything. Children, I think, at the
beginning have only one purposive activity in mind and that is
eating. And then, even there, they experiment if you figure
all you can do with your pie instead of just eat it. I would
say that we speak here of experiencing which a behaviourist
would call "random" or '"random movements''. But it is not
random. It is random only at the beginning, because you will
find that, as we have found so beautiful in this reportf'the
children suddenly focus on something. ''Here is a particular
string" or "Here I put down my finger and when I do it, now

it has an effect, but if T put down my finger on this string
it has an effect". This experimentation becomes direct. And
so the child decides how to explore this experience. So the
randomness is only a start.

So I just wanted to make these remarks here. I have nothing
else to say about the excellent presentations of my friends
and colleagues.

J. VICTORIA

Thank you, Dr.Wagner. Dr.Aoki?
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T. AOKI

The few remarks that I would like to make at this point in time
stem from my reaction to the words said by particularly, Doug
Boughton.

Now Louise responded to my address and I have made arrangements
that I visit Quebec city sometime so that we carry on a dialogue
out there, en frangais et en anglais, mais je ne comprends pas
francais. So I have to limit myself today to the response of
Doug Boughton.

The thing that stimulated my thought with respect to Doug's
presentation is the sort of ideas that he has entertained or is
entertaining with respect to the relationship between art educa-
tion as such and curriculum. And the diagrams that we saw yester-
day have led me to think further about some of the curriculum
issues that we need to attend to ourselves. And in this connec-
tion I'd like to try to embrace remarks made by others. So if
you would give me just ten minutes?

I am recalling now what Dr. Wagner said in his talk when he was
referring to provinces of meaning to life-worlds, if you 1like,
or James' sub-universes. He said that each such realm, while
it is attended to, is real after its own fashion. Speaking
philosophically each has its own ontology. Likewise it has its
characteristic style of expression and cognition - its own epis-
temology and in a sense, it has its own logic. Now that's a
mouthful! 1It's not that I'am going to question this at all.
There is the whole notion of what is contained in a province

of meaning or of life-world. And so when we start unpacking
the life-world, say the classroomor curriculum or the suggested
1ife~worlds in a curriculum, then we have to start looking at
some of those things that Dr. Wagner mentioned.

Now suspending that just one moment, Ken Beittel introduced me

to a very interesting notion "arting", and I would like to put
the notion of arting in this sort of context. There is a person
in there and that person is the artist. So artist, arting, art
work. So we have there kind of a man, activity and the product

of this activity all together. And if you will recall the sort
of triangular thing that I had displayed yesterday on the trans-
parency, I was thinking in terms of the person called the teacher,
the person called the student and some objects in the environment
to which they attend, which I referred to as something displayed.
Okay, if you're looking at one portion of that, a person called
"the student" arting in class, working in order to produce a
work of art. Now right there if we start packing a little bit

of what might be going on there, I am thinking now in terms of
some curriculum issues, and I'm kind of worried about how to
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deal with this whole emphasis on "back to the basics'. Because
"back to the basics' typically, at least on the West Coast, is
thought of in terms of '"back to the skills'. The skills of
writing, reading and arithmetic - these are the major things
that the people, the populace think of. So, if in the case of
art education, this activity called arting, it is a mode as
Ken expressed that term, a mode of arting, the mode of doing
called arting. And does that make sense. Put that beside
another mode, the mode of being called arting. Now I am going
to suggest something like this: that the skills curriculum tends
to emphasize doing to the point that we start to entertain a
particular kind of ontology, a particular kind of being, and
that notion of being is coupled with the technical know-how
type of approach to whatever tends to lead to what I term a
recipe curriculum, a curriculum in which the kids are learning
recipes, technical knowledge. Now, the being, the sense of
being which goes along with that kind of thing is not necessa-
rily a human being; it is a very thingafied sort of being.

And I am just wondering how we can couple this notion of the
skills with the being which refers to human being. So I am
gsort of thinking of something like this: that the being of a
thing is a being result and can be fully explained in the terms
of its antecedents. The being of a thing is nothing but its
belonging to the material cosmos. The fact that a thing is
nothing but a result means that the thing is necessitated; for
determinism covers a world of things. Now man's being is also
a result, also necessitated, also a‘part of cosmos. But he
cannot be totally result, totally necessitated, for otherwise
nothing would be. So we are saying that being human is quite
different from just being or being a thing. See it is in this
connection that I ponder about this sort of notiom: to gain
technical mastery in art, in music or whatever,there is a sug-
gestion that we have to have technical mastery in order to get
to the loftier things such as the meaning of composition, the
meaning of painting and so on. The question I raise is: is
this a kind of sequential sort of thing? Do we teach kids to
do things, to learn how to handle a brush, to paint, to"sculpt,
etc. At what point do we make that a meaningful sort of. .
activity? T am afraid that whereas the teacher may know that
"the kids who need to have these skills so that...” from

the kids' perspective, as they are engaged in learning how to
do things, the interest and the purpose that the kids have,the
motivation that the kids have may not match those of the
teacher. I think it is a big curriculum question. The reading
people who are concerned about reading skills are beginning to
address themselves to the question of,'"Okay, skills in the con-
text of what kind of being? - skills in the context of what kind
of being? " And I am just wondering how you people in art
education are dealing with this because I think, really, we in
the area of curriculum can learn much from you people in the
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relationship between skills and being. So I'd like to just pose
that, and I'd call that a kind of response plus to the discussion
yesterday.

J. VICTORIA
Thank you.
K. BEITTEL

Just as I was thinking of packing up, Ted has unpacked some things
and I didn't intend to comment, but just in passing, I would like
to comment on the last point that Ted raised, because I think it
is a great watershed of opinion and a division within art educa-
tion itself. And I don't think there are any answers to it.

Just in passing, I would like to say that I find two kinds of
viewpoints there. Within a tradition or what I'11 call a communi-
ty, that is where the people are in communion about the things,
within a living tradition where continuity is assumed in more than
one's ego deplacement on the map. Then I think that techniques
are never techniques. I think if technological discourse, what
C. W. Morris calls technological discourse, that is where the
language is prescriptive and information, then we never have art.
Studying with a Japanese master one never learns just prescrip-
tions and information; that is experience I would like to point
out, which is tradition. In that mode of learning, one is always
learning more than is being demonstrated. One is always learning
a life that is using the techniques, and that would be one way I
would think of that. Given the lack of those, and T was brought
to this observation the other day when I was talking with a young
man working on his doctorate, who is working in museum education.
He was having trouble reading Collingwood and he didn't know

why. And I began to think about it with him, and it occurred to
me that given expressionistic philosophy of art the pictures in
the museum have no relevance. I mean they're just so many things
no better than anything else if they do not match the propulsion,
if you please, and the interest and purpose coming from me - me
as a person alive. And who cares about Rembrandt! I remember
one day in the early days of the Black liberation movement, some-
body said "Who cares about Bach and Beethoven! Our music is what
counts." Expressionistically and life-world wise, that is true.
To someone who is interested in preserving and continuing the
culture, that is not true. So again philosophies of art clash

at that point, and that makes much sense to me as well. I think
both of those views co-exist, and they are hard to integrate.

And those are my simple-minded observations. 1 sense them
integrated where technique is no longer technique and where tech-
nique is only technique I would say "A pox on the technique'.
That's only in passing, and I find that it is a very exciting
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issue to me. So much so that I was so confused personally when
my Japanese master came to Penn State at his own interest and
expense in 1976 when I was teaching an advanced course in making

porcelain on the potter's wheel. He came and joined a community
which was oriented in one way, which I called "the wilderness
community'. He came and brought what T called 'the village', and

I called my funny essay '"Dast and West of the Swamp Fires'" East
of the swamp fires there was a village with its continuity, its
organization, its communal life and the tradition. 1In the wilder-
ness it's a no-man's land which has promise and everybody is
searching for his own homestead, if you please. The two do not
co-exist very well, and I experienced some reversal in the same
teaching format and that brought me to contemplate them a bit.
That's only in passing.

The other comments I wanted to make were to the two excellent
responses to my paper yesterday. These are very brief comments -
not so much in any disagreement but to further elucidate some of
the positions that I would expand upon, to clarify perhaps some
of the terms, and I will do it very briefly. The word ''partici-
pant-observer" as used in our study is not the right word. It

is a word that makes some sense in educational research and

other contexts. Douglas yesterday had a cartoon, he was answering
the question "What is a non-participant-observer?'" And he drew a
something where a man had a hood over his head and two eye holes
or something. It was certainly not a person, whatever it was. It
was something observing, but we didn't know quite what to call

or identify it as. Those of us who worked together in this context
would be more apt to call it a "'co-sharing' or a ‘'co-journeying.’
These are very poetic terms, but they seem to fit better than
participant-observation. I borrowed from Jung in curriculum
language extraining construction which I call the "formative
hermeneutic mode." Luthe's method, Luthe said he saw that

as somewhat like Rogerian counselling, that is where one parti-
cipates in the creating of man. He is in a sense a co-creator.
That sounds very presumptious. But if one is an influence, one
should acknowledge the type of influence. On the other’ side,

one is never not an influence. One is never not an influence;
that is a very hard concept really to grasp. DBut when I counter
intervene, when I try to do nothing to direct the person, that

is a very strong influence, believe me. That is an influence
which says, '"You must act. You must make'". It has prescrip-
tions in it, if you please, because it is a value position. There
is always a frame to everything that is done - to go back to
Heidegger's statement, '"Nothing is not ground'. If you try to
get rid of all presuppositions you cannot get rid of that one,
the fact that being has a ground and you have language there to
speak. And language speaks from that ground and from no other.
So what I have done is to have erected conventions if you please
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in my earlier book I called them "bounded contexts.'" Every
context is bounded or else you have problems: Yyour study never
advances and never ends. I have a very brilliant young man

now as my research assistant who has this problem, and I would
like to expatiate on it briefly because it relates to the theme
of this conference. When you start to admit the life-world,
what is the end to the admission of the life-world? There is

no end. You could become Boswellian and go on with Samual
Johnson. Or you could become what I call here in my notes

(I thought it was an interesting phrase) you can become what I
call "a dumb shit sufferer" like Carlos Castaneda. You will
undergo the reverse-hero role. Everything is dumped on your
head, you do everything wrong, and you come out wiser somehow
and you understand the great man you are trying to learn some-
thing from. You understand what he is trying to mediate, not
him. But whether or not one becomes Boswell or Castaneda or
whether one works, for example, like a sensitive therapist.

A sensitive therapist sees perhaps a client one hour a week

and may be not even that often. He will not usually go home
with the patient, not very often. The life of the patient is
all laid bare by the language between two people. There is no
limit to what is laid bare neither in depth nor height nor
common place. That context is useful to him. I have suggested
to my student that he may never finish his study because the
immersion in life-worlds has no ending. The person he is
studying may die, but that won't even solve the problem because
history remains an open book, the text always being interpreted.
So framing and making a convention and making a bounded context
is an aid to perception. Perhaps it's a kind of super-bracketing,
if you please, which does not rule out, what is not within the
brackets but makes what is not within the brackets come within
the brackets, so that it can be seen. For example, it does not
seem to me useful to get the life history of my artist a priori.
Now some might proceed with such knowledge. I prefer to know
what is it,in the life history, that is pertinent to the making
art. You see I really don't care if he was born a Protestant in
Afghanistan or something unless somehow that informs his making
art and it's alive and it's present. Now if it is in his past,
it is always potentially around in his present. At that point
I am quite content if it can be shared and brought in the context
to admit anything and everything.

The other point was, I think, very well indicated in the closing
remarks of Professor Wagner and his first presentation. It had
to do with the insertion of himself into the events.

H. WAGNER

What was it? Can you repeat it? (laughter)
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K. BEITTEL

I think you said that what is needed was the insertion of
the self into the events one is studying.

H. WAGNER
Oh, yeah.
K. BEITTEL

And as soon as we say that (and I quite agree with that
statement) there is no observer and object; there is only
observer-object, if you please, or whatever word you want to
use there. They are bound into one. And all phenomenology
at that point is hermeneutic; it is interpretive. Whether
you bracket, whether you are following Husserl or not. Once
he admits his life-world in all of its meanings and openness
he participates in them. Once the insertion is there, his
meaning is involved in that context. Then I would argue that
it's hermeneutic phenomenology. That's a small point.

My small points continue. I'd better stop making them.

J. VICTORIA
That is alright.

H. WAGNER

I am just beginning to realize, to paraphrase George Bernard Shaw,
that the Americans and the Canadians are separated by the same
language. (laughter) In any case I haven't gotten my instruc-—
tions straight at all. 1I'd like to address myself to the papers
of the two other main speakers of this conference.

Let me start with Ken and let me start with the remarks he made
in his present statements. He picked up this expression “the
participant-observer', and he pointed out, if I translate this
into my own language, that the participant-observer as the
sociologists perceive him is a temporarily schizophrenic person-
ality who wants to be involved and wants to be detached at the
same time. And he pointed out that this is a not quite com-
fortable arrangement. I agree fully. And I come back, to the
thoughts of a very sensitive sociologist Kurt Wolf who spoke

not of participant-observers but who spoke of a person who
forgets that he is a sociologist when he goes into a community
among people and surrenders to the situation, immerses himself
there and sees and tries to make sense of what happens around
him without being concerned with how he could exploit that later
as a sociologist. When he has extricated himself from the
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situation or when they have kicked him out as the mﬁtter may be,
then he may sit down in retrospect and ask himself And.now .
what did I catch?" So one speaks of surrender to the situation
and to the people and then afterwards to look at the catch, if

any.

Now I will speak about some points, basically o?e point in.Ken's
paper itself. He starts with the very interesting concgpFlo? of
what I believe is his wife's insightful theory of ?rgan1c1st1c
cosmology. "A world which is coming to form, a ?elng expresses
itself in this ungoing forming world." I am reminded of a wonder-
ful little trick in the decorative art of the Hop%s where there
is a pattern and there is a little gap at some point. And thaF
means it is not finished, it goes on. And I can understa?d this
very well but I think we should keep in mind tha? it is risky

and provides, let's say, a metaphysical connotatl?n we do not
want or may not want to say that being expre§ses 1tse%f.' I Wou%d
say or I would prefer to say, "being is' period. Qr beings', if
one could use the Heideggerian form of language whlch.we have not
accepted yet. But I would say I express what I experlence of ?r
about being. So that is one point I wanted to mak?. An?ther is
the idea that how being comes to form. What is this coming to

Well this is understandable to me when I speak of the
But man

form?
growth of a plant for instance; being comes to form.
of course also comes to form in this sense because he grows, and
he grows in his experiences as well as biologically. However,
man is in an existential sense a part of this process Yery
different from the plant which is in the process. He is mo?e.
As artist he is growing, and I would say, he makes groth, if
we can say that. 1 like the story of Michelangelo who is to
have said that a sculpted figure was there and thaF he o?ly '
chipped away the excess of material. Now the crucial point is
he chipped it away. The Pieta did not grow out of Fhe stone
like a child out of her or his mother. It was not in the stomne,
it was in Michelangelo's mind. In his desire, his will, he put
it into the stone before he carved it out, and it is only
therefore that it was there.

K. BEITTEL

And vice versa.

H. WAGNER

What is the vice versa? (laughter)
K. BEITTEL

That is the other part of the dialogue.
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H. WAGNER

That the stone made Michelangelo?

K. BEITTEL

You'd better believe it, baby!

H. WAGNER

Alright, T accept it, let's say with reservations. Now I say that
the Pieta is created. He created it. Still another point. In
this response to this organistic existential interpretation of
things, I feel the need to restore. (We may not be here in
agreement. We may have to hear it with the difficulties of a
compressed presentation of points which at the time they are
presented, it is impolite to say "And what do you mean?" "Could
you elaborate on this} and so I elaborate here and this may not
be a criticism here at all. Possibly it is not.) I would like
to restore the students of Ken to their feeling, and I would
support them in their feeling, that they think that they have
learned more about themselves than about what they are supposed
to learn. Now, Ken thinks this is possibly over stated, well
that is not desirable. We come here into a psychologism

we don't want. Well I don't want the psychologism either, but

I think that a non-ecological phenomenology misses out on some
core issue. I am reminded of a twenfy—year private battle
between Schutz and Woolrich who wrote these beautiful studies

of field theory. Gestalt psychological theory, and Schutz who
insisted that you cannot have a complete theory and understanding
of consciousness without having an understanding of the “I" in
the center of it. So I think that that would be what we are
after. Now, I have also difficulties with understanding what he
really meant when he said "It is as bad to psychologize the self
and another''. Now I don't know what this another is. Is it I,
and something that is "non-I" which is '"mon-I'" in general,, being
in general, existent in general, or is another being in some way
like me, another I. Think that it is a crucial difference. ' When
I speak of dialogue, I speak basically of an exchange between
one I and another I, but I may also speak of a dialogue which is
between two conscious aspects of myself. Namely I speak to me, T
and me. Me, that I, I was yesterday or the day before, and so

I think we have to restore at least in my feeling or to make clear
that we don't go off at the deep end here into the romantic or
metaphysical speculations here without really noticing it. We
have to make clear that when we speak of consciousness of expe-
rience of being, then that is always in relation to the subject,
that means it is always in relation to a conscious being and I.
Well these were more, I hope, comments than criticism.
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Now, I have the feeling that I should stop here, I have something
to say about Ted Aoki's paper. I don't know whether you want to
postpone that for a different part of the discussion; maybe Ken
would want to say something to what I have said here.

K. BEITTEL

Only briefly, so that others can get into the discussion too.
Just a passing point. I think that this would require more
dialogue between Professor Wagner and me, and I don't want to
extend that endlessly, but I'll make just a passing point or two.

In my facetious comment, I did actually mean that the stone

carves me as much as I carve the stone. In my dialogue I do
restrict meanings to more what Buber meant by it. He would say,
"You cannot have a dialogue between I and me''. Now, he would

say that, and we can differ on those positions. You can have
dialogue between I and thou. Thou is the other. Levinas, the
French philosopher, says too, "I is the same, the other is
infinite. My cup overflows with the infinity of the other".

This is the kind of language he uses. Back here at home, I am

the same until otherness changes me. I think that the artist
feels that very strongly and I think that the other thing is
perhaps metaphysical, perhaps metaphorical. As I said, I

actually mean it literally when I say; ''The stone carves me and
the pot makes me. I make me but the pot makes me." It decides
things for me, as I decide things for it. And the dialogue then
between us is about that form which is emerging. In dialogue
partners there is not just the two I's involved, the two I's

are involved about something. The persons are immaterial to the
something which transcends them. Although they comprehend each
other through their persons and histories. But this is about
something else. That is not too unlike the whole problem of
phenomenology to me. I see something similar in that. The

other phrase I would use, I have borrowed from Karl Hausman

whose treatise on novelty and creation puts it this way 'Creation
is a teleological process but it is a discontinuously developmental
teleological process.'" Now by that he means certain specific
things: there are gaps and brakes and unpredictabilities as there
are in any true dialogue. The development makes no sense a priori;
if it does, you have technical work of art. And at least to
Collingwood and others that is not a work of art., Means and ends
do not coalesce unless their history has a difference between
them. If so, that is something a machine can make. I quite agree
a man makes art, but art also makes the man. That's the dialogical
principle I would hold to. Otherwise we are reduced to a techno-
logical theory and that is the very problem I think that Ted
alluded to. So if it is discontinuously developmental, it allows
the organicism to exist but it is true, it is not quite like the
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acorn and the oaktree. The metaphors are difficult here. What
is something that starts as an oaktree. Wittgenstein is closer
to that. And it ends up as a sailboat. That sounds very
ridiculous but it is as logical as I can make this process in a
way. That is a very strange type of logic, but it has to do, I
think, with the generative in general, generative speech, poetry.
Again Heidegger's comment, man dwells poetically, that is the
ground. And then he also dwells in other ways, I quite agree.
But that is the ground to dwelling. That is methaphysical, and
I suppose then it is a matter of one's metaphysics. I would
agree with that.

H. WAGNER

I would like to just make a short comment. I think we will
come to an agreement, here. In a metaphorical sense I agree
fully that you can say that the material makes the artist. But
this influence is not carried by the intention of the stone.
The stone influences me directly only in instances like if it
falls on my head. Otherwise the stone influences me because 1
visualize it as a medium and by visualizing it and seeing it as
a medium, I immediately also submit to the characteristics of
the stone. What will that stone allow me to do? I am not free
to do anything. Materials have their inner possibilities and
restrictions and in seeing them, the material influences me.

So in this sense I can agree.

K. BEITTEL

I think we still need to go further with it.

H. WAGNER

Alright, So I would love to discuss this further.

But I would like to talk to the paper of Professor Aoki.  He said
at one point that the researcher orients himself on a situational
interpretation. That is right in the center of my own work and
my own interests. And he mentioned two features which have to

be kept in mind. First, people giving personal meaning to each
situation, and second, they interprete the same event differently.
Now all this is very correct. I see that he added a good point,
which he did not number, namely communication between man-and-
world and man-and-man. Now I will address myself mainly to this
point that, as a sociologist, is the crucial of the three. When
I speak of communicating between man and world, communication has
a different meaning than when I speak of communication between
man and man. The latter is, in my sense, genuinely intersubjective.
The other means, possibly again in a kind of self-dialogue form,

I making clear to me, I explain to me, I interpret for my benefit
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my experiences of the world, or, if you want to be a bit more
precise, my experiences in this world, and I focus on a certain
aspect. I am focussing on my audience or on this roundtable and
T know there are other things in my world which are not here.
Here and now, this segment of this world is the field of my
experience. Now if T speak of intersubjective communication, I
will speak here with the assumption that the communication takes
place. That means that the persons who speak to one another under-
stand what they each mean, get what the other intends to communi-
cate. Now when I take the first two statements about the personal
meaning of the situation and the different interpretation of the
situation by each person involved, and of course communication
between people is a vital human situation, then I will have to
explain now the possibility of how these two with their different
interpretations and meanings understand each other. That, in
other words, let's say the question is "How is understanding
possible?'" Now for simplicity I shall speak here only of commu-
nication by language. Although other means of communications or
language with different media would demand their own particular
approach and interpretation again. Now language is the medium
of communication par excellence. Language has two aspects for
my understanding and for our purposes. Language is our greatest
trouble to understand our experiences of the world and parts of
the world, because it chops up these experiences in single bits
and puts general labelson these bits which in themselves are the
crudest ontological distortion of our experiences. Now, it is
of interest to see an example of Ken's paper at some points how
the exponents of hermeneutics for instance or Heidegger, modify
the modes of expression of our language to bring it one step
closer to experience. I say only one step, namely from the
hypothesized thing-world we come more to a process world. Things
come not in slabs; things stream in our experience. To see
this fluidity, this continuity, this becoming and being, in

this sense, and if we can express a little bit of this in
language we have achieved a lot. Well now, the other aspect

of language, language is our salvation. Our salvation from

the utter subjective chaos which the world would be by its

mere reduction, rather what the world would be if we had to
depend on nothing but the subjective experiences of people.

But language, by the mere reduction of unending variations

of experiences and the inexhaustible possibilities for their
combination and interpretation and what have you, the reduction
from this unmanageable manifoldedness of experience to a limited
number of abstracted categories to naked terms with dictionary
meanings. And these naked terms all are typifications of
experiences throwing out all that is particular to individual
experiences and to maintain the naked and poor little chore,
let's say, of a general meaning. When I say painting, 1

make audible a word which I could in the same poor sense define
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with other words and then I have a so-called linguistically
objective meaning of the term "painting''. When I say "painting"
I experience in my mind what has been deposited and retained and
combined of my past experiences of the paintings which I have
seen in my long life and these were very many and some have im-
pressed me deeply. And I combined this again with the jumble of
traces of my emotional reactions to these paintings at the time
what I thought flickers on and comes back, and I combine this
again with the remnants of my later interpretations of them. All
of this is there. And all this in James' terms is in the fringes
of this one word for me, namely the word painting. All this is
there, and all this I can say only I spell it out here for our
purposes. Now these fringes are completely unique. I would bet
you any amount of dollars, Canadian or American, that nobody has
seen the bulk of the paintings which I have seen in original,
having been fortunate to grow up in the city which has one of

the most famous art collections in the world. Nobody has had my
art experiences. But you know what I mean when I say painting.
You know that not merely because you remember the name defini-
tions of picture in the dictionary. Maybe you have made up

this definition by your own efforts in a course on the arts when
you have been asked to define a picture. Define the term picture.
Now yet you understand what I mean also and mainly because the
word evokes in the stream of the fringes of your mind the sedi-
mentations of your experiences of paintings. What I offer to you
in this stripped down and poor word mediates between my experien-
ces and your experiences. Now they are not the same, but they
are experiences existentially. They are comparable, and this is
what we mean when we say we understand each other. So T think,
for this reason, it would be useful to continue what Professor
Aoki has brought out in this respect by some consideration of the
ways of communication with the help of the typifications of every
day life, the words we use in order to communicate with one
another and to understand cne another, the typifications of every
day life which Schutz has explored in his methodological studies
much better than anybody else could possibly present it here.

T. AOKI

I appreciated very much Dr. Wagner's comments with respect to
the sort of looseness in which I used the term communication.
He pointed out for me the distinct difference between the
communicative relationship between man and thing in his world
and between man and man, and that in dealing with the situational
interpretive that I do well to contain myself to the intersub-
jective, that is to say that communication typically through
language between man and man. I will certainly clarify that
point in my paper when I revise it. Now with respect to the
significance of language, I guess this is the kind of thing

we started to banter with yesterday when I sort of unknowingly
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commented that '"Man-in-his-world" is a very clumsy sort of way
to try to pull out, to typify, that which is within our con-
scientiousness and flowing by. And as I suggested that perhaps
the German language might be a much better language to use in
order to come to grips with things of this sort, and on that
point,too,the historical origin and-nature of German language
being more metaphysically oriented, that sort of contention

is something that was sort of alien to me until yesterday. But
in connection with the different aspects of language, I think
this is the sort of thing that I referred to yesterday when I
made reference to Aldous Huxley when he said that "We must try
to get at things directly rather than through concepts which

are typically labelled things. And the labelling process itself
has a tendency to distort that world and I guess Dr. Wagner's
comment just a moment ago is to remind us that that very process
is a distorting process and that we are to be aware of that kind
of thing. The communication as the major interest of activity
in situational interpretive studies, I think, is a sort of area
that many linguistic analysts seem to be moving into. If we
could unpack what they are doing, I think that we would there
begin to see that to some,linguistic analysts are approaching
their task from almost like the outside. But from what I can
understand the more phenomenologically oriented linguistic
analysts are approaching their task quite differently. And I
think that when we hear about these people, the ethnographers,
the linguistic analysts and soon we better take a good look at
how they are approaching their task, because just by their

terms alone we don't know what stance they are taking. 1
appreciate very much Dr. Wagner's comments. I've learned much,
thanks.

M. ZURMUEHLEN

I just wanted to respond briefly to a theme that seems to me

to have reoccurred among the speakers this morning. That is

the issue that might be put as skills versus living-in-the-
world-of-art in the classroom. And I want to suggest the
possibility that we could conceive of being-in-the-world-of_-
skills. It seems, to my way of thinkine, it is a rather false
dichotomy to oppose skills versus making in art. That we could
have, for me, a sense of being-within-skills as we could have

a sense of being within what I would take to mean interpretive
activities. I would like to give what I consider an example

of that with which many of you might be familiar and that is
Studs Terkel's book Working. If you don't know it, I commend
it as an example of what I am trying to talk about here and that
is that he has interviewed quite a few people in many different
kinds of occupations. If you read that book in its totality, I
think that what comes through is a point which seems to me is
also very real, and that is that the world-of-every-day-life
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and the world-of-art are not such discrete categories. There is
quite a deal of slippage, as Doug was talking about in his paper,
that occurs between those worlds. For instance I will not be
able to quote them verbatim but some of you who have read it may
recognize a steelworker from Gary, Indiana who talked about how
he would like to make his mark, and that sometimes he and his
friends in the process of making the sheets of steel that would
go into buildings would deliberately put something on them that
was a kind of irregularity that would be a statement. And he
spoke in terms of taking his son to see that building and saying
I want to be able to show that as my mark on the world. Some
people write books; some people paint paintings that's my mark.
And I think that there is that sense of identification that
people have through the process of skills. And in that book
there is even a more specific example and that is of a carpenter
from Goshen, Indiana who happened also to be a poet; so maybe he
putsthis a little more poetically. But the activity that he
described was an activity in which he talked about the process
of hitting with the hammer or mallet the nail,and how that
experience itself became a very meaningful and satisfying expe-
rience to him. And I wish I did have a quotation but he used
words like "hitting it true' and "hitting it right' and it
builds up until you get some feeling for that experience. I am
sorry I don't have the words that he used here but I want to
suggest that I think there is a possibility for resolving this
problem that was first posed to us as a curriculum problem in
terms of our ways of viewing reality. That is that T am suggesting
that we can have a being-within-skills and if we manage as edu-
cators to achieve that being-within-skills, then that's not
perhaps the problem because there is no longer that dichotomy.

D. MCKAY

Now this is in response to Dr. Aoki's question "In technical
mastery, is there a sequence?”" and I think of this as a kind
of development of a three-phase situation with the youngster,
beginner, novice being dependent, dependent on himself, on the
world about him, on his own sense of where he needs to go. And
in terms of the three phases, one of the first is a development
of technical skills, I see this as "'Yes'. My answer is simply
"Yes'". I think there needs to be a development, and a sequen-
tial kind of development, of skill. In many cases in the craft
world and many of the areas where you are using machines and
such, one kind of skill is dependent upon the next. You can't
skip, in order to maintain safety and such and involvement of
that sort. Then there is also the transformation from the
teacher's perception of what is good for the student (because
teacher knows best out of experience in the past, kinds of
situations of that sort) to eventually what the student knows
best based on his own interest and his perceptions of what he
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needs, and so there should be some kind of flow. The third ome
being a growth of self confidence on the part of the student from
some sort of high dependence, in the beginning, on the teacher

to set up the situation and to provide explanation about the
tools and such, and the processes and then eventually the kind

of independence a self confidence growing in that case as one
masters what is happening, and also gets a sense of how much

one is capable of doing, and so this is also on the kind of con-
tinuum which tends toward a kind of growth. And all of this is
aiming toward a point, some magical point, along through these
three sets of continuum that is the point of release and at that
kind of stage, whatever it is or whenever it occurs if it does,
then the student is released from his dependence upon someone
else, has his own sense of,I know where I have to go from here,

T know what I want, I am able to do it and I have the vocabulary
and skills vocabulary to do it. And from that point forward, I
think he is in the creative realm of making art. Before that he
is a toddler who is learning how to walk and so this is how I see
the set-up in terms of that skill arrangement and technical
mastering.

D. BOUGHTON

I'd like to make a comment in reference to what Ted was suggesting
this morning and again congruent with all of these comments about
coming into the world of being and the relationship of skill
development to this. If you can recall the example that I used
yesterday of the little boy with the aircraft, I thought that was
an excellent example of this kind of problem that Ted referred
to. The little boy was concerned with the being of the aircraft
and his relationship to that object in the world. And he was
saying something about that relationship or trying to. The
teacher on the other hand was concerned that he should learn
about how to make shadows and how to use color and that he should
look and see the plane as it really was as far as she was concerned;
there was no linkage at all between her perception of what he was
supposed to be doing and what he thought he was trying to do.
Now, had the teacher had some kind of grounding in phenomenolo-
gical methodology and approached that student from the view point
of trying to understand what meaning he was attributing to the
act he was engaged in, then there could have been a linkage, a
very meaningful linkage, and skills and meaning and being could
have come together. And my point yesterday was that if there

was some kind of reconceptualization of the process of art edu-
cation, from a phenomenological view point we would have a revo-
lutionary change in the nature of art education.

Now I want to take another step back from that. I just had a

very interesting discussion with a member from the audience
that should have been asked publicly I think. She was asking me
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about another way of perceiving that kind of example that I was
using and suggesting that perhaps my understanding of the meaning
that was attributed by the little boy to the plane had grown out
of some kind of masculine affinity. It's the kind of thing that
little boys do, and the teacher was unable to have that same kind
of understanding and that perhaps this was a kind of castration
complex that the teacher had. But that example, that way of
looking at this particular situation, I see as coming from the
empirical analytic mode where the situation is being explained
from a position of causes of action that caused the two to do
what they were doing, whereas my point was that we could look at
that situation from a phenomenological perspective which is
trying to explain the reasons why each of them did as they did.
And there is a difference there between causes and reasons.

Thank you.

D. BURTON

I just want to make a few comments, kind of knit-picking on a
certain area that was being talked about and that was the, I
guess, categories that these different things would fall into:
Man-to-man relationships or person-to-person relationships I
should say, person-thing relationships. We tend to think of
art, making art, creating art as a person-thing relationship
and we really can't in quite the same way as a regular thing
that already exists. There's a lot of chicken-egg paradoxes
involved in art, particularly at thé forming end of it. Once

a work of art is already made we can approach it more or less
like any other thing in the world. 1It's an object which can

be treated more or less like it. But at that stage before it's
made, when the artist walks into a studio, that's really a dif-
ferent category of thing and the relationship that the artist
has there is much more complex. What I mean to say is that

the art-object, the work of art, literally does not exist in
its meaning, in its physical form, in its incipient stage
before it is created. There is literally nothing there ‘and

the artist in some way brings meanings into existence. 'It's
almost like bringing something out of the void. It's raw phe-
nomenon brought into existence, and don't ask me where it comes
from. I don't really know. I do think this has a tremendous
bearing on what we do in the classroom then, because our
relationship with the child, with the art student, is predicated
on a lot of assumptions that the meaning already exists perhaps
in the sense of values that the child is supposed to be doing
or drawing with values and colour and so on. We need to drop
back into what is happening with the child, not so much what

he intended to do. A very curious thing is that most children,
and even I think adults, in the art-making situation do not
realize they're supposed to be making art, and if you tell them
that, they feel a lot more confident. They feel what they are
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supposed to be doing is shading or colouring or something of
this nature - manipulating, making. They think they are
supposed to be making, and they really don't grasp that there
is this other dimension of creation. That they have an aspect
of forming, bringing into existence meanings. This really is
only conveyed in a personal or interpersonal or intersubjective
way. We can tell them, "Yes, you are supposed to be making art",
but the significance of it all comes through our feeling for
them. Again, coming back to this paradox of art that it does
not exist before it's created, I feel when the artist walks
into his studio or finds himself in a classroom that, where

do we start? There's no meaning there to start with; there's
no really phenomenon there to start with in the most elementary
sense. If there's no phenomenon, we really cannot get the whole
process going. We get tracked into a reductive question of
first principles. I think the way that the process starts is
almost in terms of a conditional proof. The child or artist
just says to himself, "Well, I'm going to make some art now."
And he really doesn't know what he is going to make in terms

of what kind of object. It is just the raw intention of making
art. And from this, a few phenomena can begin to emerge, and
this process can build up speed from that.

R. PARKER

Just one point in terms of what Professor Wagner has said which
was expanded on by Ken. I think the crucial aspect of the
Michelangelo statement was the fact that Michelangelo had the
belief system that the form was in the stone. And to me that
relationship that existed between Michelangelo and the form, or
that the stonme I should say, was being in the way that Professor
Wagner stated - in the fullest sense of the word, in the quali-
tative sense of the word. I think the qualification has to be
made, at least in my mind, between what estheticians talk about
purposive activity and purposeful activity. There is the
artistic intention to reveal form or uncover form in terms of
Michelangelo's sense, and then there is the artistic intention
in terms of purposeful to create a Pieta. And I think there is
a great deal of distinction between the two ways of approaching
Michelangelo's intention. I think this could move into the idea
that Marilyn talked about in terms of being-within-skills. There
is purposive activity in terms of skill, expertise, and there is
purposeful activity. And I believe it would be beneficial for
us to look at that distinction in terms of hammering, let's say,
to complete some sort of form, and then there is hammering to
hit the mark true. It's entirely different. The difference
comes in terms of humdrum hammering and hammering. It seems to
me if we are going to be talking about skills and being-within-
skills, that we are talking about hammering not hammering to
drive a nail.
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J. VICTORIA

Perhaps at this time if you would like to address questions.

AUDTIENCE

I have a question. I am not teacher; I am not engaged in art.
But having this expertise available makes me want to pose this
question. I felt that in all the different talks, one came to
the point where the question arises: "Where does it come from
this initial drive of creation?" The drive among educators 0%
the 20th century to break the boundaries of limited or restric-
ted education. To make my question clear, I want to give a
small illustration. About two weeks ago, I attended a musical
recording where an artist,apparently known, said to another
person, who was also recording, 'Open your mouth and the music
will come out.'" And this lady then proceded and did a really
professional recording. I have been walking for two weeks now
with this one line. How did she achieve getting this other
human being to overcome frequency of response being flat or sharp
with one single sentence, '"Open your mouth and the music will
come out." And I think the same thing is happening here today,
which you were asking, where people are asking. '"Well, if
language is restricted, if language does not allow us to express
the basic emotion feelings and desires, what other forms of
communication can we utilize to obtain that goal, creation?"
Whether Michelangelo had the stone to initiate that desire or
was it the other way around, I think if we really want to solve
this criterion, perhaps you should not avoid that question,

but just pose it. ''Where does it come from?" That's my question.

K. BEITTEL
It comes from life.
M. ZURMUEHLEN

I'll make one response to that. I think that you gave us the
answer in the illustration that you gave. It came from finding
the possibility for doing that within another person, and T

think that the words you gave us were only a code for the
communication that really went on between the person who achieved
that and the person who made that possible. And I think it was
possible for that person to communicate that to the singer

because of the entire life experience that person had had. I
would say that the words are only a small key that you can express
to us now out of that communication. It seems to me that we learn
in art or in any other way, not so much by specific demonstration,
as by the demonstration of the possibilities for doing that from
another person. That what we show people is not how to draw a
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a specific thing, or if we attempt that, I consider that a
fallacy or not how to interpret a particular picture of painting,
but that there is a possibility of doing all those things and we
only show that possibility as we manifest it in our lives.

K. BEITTEL

Can I say one word, too? I would assume that "it', whatever it
is, did not come from the person who said, "Open your mouth and
music will come out'. That process was already underway in the
person before those words were spoken. That might have been
the intermediary which brought it to be in that instance. 1I'd
go way back when I facetiously said, "That comes from life,"
that comes from being in its basic terms. Langer would say,
for example, it is the nature of being human to symbolically
transform one's experience into expression. And that's one
disagreement I probably would have with David. There are no
heirarchies in art. There are heirarchies in skills. There is
a big distinction there. In that sense, the child who somehow
symbolizes following symbolically, before speech is on the same
level as Michelangelo. And you may disagree with me, but I
feel that, at base, that is a true statement. That is the
point that Dewey would also take; it comes from being alive

as opposed to being dead, both in a metaphorical and actual
sense. The wonder of the thing, you have shown though, is

the wonder of art education when it works. (laughter) And that
is a very good thing to come back to, I think.

D. BURTON

The point I was trying to make is that art, in many cases, while
it is a forming process, it occurs in the artist. It is not
caused externally by the art educator, and in that sense the

art educator can help the artist only by not throwing obstacles
in his way. T don't know how many art teachers I've seen, when
a kid sets into trouble with his art or doesn't know what to

do, they'll say '"Be expressive. Be original." Well, that is

a tremendous burden. (laughter)

K. BEITTEL
"Be gifted."
D. BURTON

Yeah. 1In the sense, that's a whole set of presuppositions about
what expression is. It is a lot easier to gc right to it or
rather attend to the creative act at hand and say, ''Okay, I
want you to make some art. We are going to create some art.
This is what we have to keep in mind." At that point it becomes
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a mechanical or a means problem. '"Well, I would probably have

to be expressive in order to do this thing, but that perhaps

that object needs to be in mind, not necessarily what the statue
will look like when I get through.'" But that object of conscious-
ness, that intention to create art and the making of art concep-
tually then follows its creation.

AUDIENCE

I would like you to make clear to me the perspective of researches
on phenomena which appears in arting. To what extent does the
research deserve the name phenomenological research. What is

not really clear to me is when can we say that we have respected
what Husserl put forth as phenomenology which is reduction. For
instance, in that example we have been offered in research on

the phenomenon of arting, that bracketing has been used, was

the bracketing necessary, and what has been bracketed? I don't
know if my question is clear, I am not fluent enough in English
to catch all the subtleties of the presentations, but it seems

to me I have jumped over the bracketing aspect of phenomenology.
I see the validity and the interest and that complete change in
focussing in the intensity of the value of a research undertaken
with the phenomenological approach. I would like to be sure that
in undertaking my work, that I will bracket what has to be
bracketed and that there is something to bracket. (laughter)

H. WAGNER

It is difficult, as you may know, from your field to answer in
a few words about a question of technique, but I would do my best
by saying the following: when Husserl said, "I have to set the
world into brackets', then he said "I do not deny that there

is a world. I do however not wish to make any statements about
its reality; ontology in other words, is not my concern. That
means not that I for other purposes can unbracket what I have
bracketed and can make it a subject of another investigation.
But now I don't want to.' So that is number one. Number two,
Husserl said, '"Phenomenology has to be without presupposition.”
Now this a very contested thing. T can point out two presuppo-
sitions that Husserl made, never stated, but without which we
cannot understand what he has done. Namely he presupposed that
the conscious being, he speaks about, is an adult and rational.
That is a presupposition of his whole work. But what he means
is when I turn back into my own experiences, toward my own
experiences, when I reflect on what has happened I will suppress
as far as I can and as well as I can manage, all that I have
learned about the mind about memory and about the subject I am
thinking. Bracket the supposition as far as you can manage and
as well as you can manage, and you can say how do these things
look to me when I don't come up to looking at them with my
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ready-made explanations and interpretations which I have all
stored up in my mind and that's how we work normally. So
therefore bracketing is always an effort to control oneself,
to control oneself from,let's say, jumping to conclusions and
from putting the results before the perception of things.

K. BEITTEL

Can I say something here? A very simple statement. It starts
with "on the other hand". (laughter) And maybe I should stop
here. (laughter) I think I will stop here. (laughter)

AUDIENCE

I would just like to say as an art educator, how very stimulated
personally I have been by the material, but I would also like to
say that as an art therapist how astonished I've been,as well as
stimulated because it seems to me that something that has concerned
me for some years which has been what seemed to me as a separation
of goals in the areas of art education and my particular area
seems perhaps not to be such a separation after all. I do have
certain problems with where we are at the moment. And I may say
I am not acquainted with phenomenology except a little through
the work of R. D. Laing. And some of the problems relate 1
think to what Professor Wagner was saying a little in relation
to the ratiomal and irrational and I wonder how in terms of art
what actually deals with the irrational in terms of the kind

of structures and suppositions that we're using. A couple of
things come to my mind. One of them, a couple of you must
forgive me if you have heard before, is a story told by Jung

at the time he was perhaps at the peak of his status when he

had referred to him a patient from, I think a French psychologist
who had failed with her in therapy, and this patient who was a
moman, I think, in middle age who suffered from chronic insomnia
and hypertension. She came to see Jung and he was confronted by
this very tense woman, and the interview somewhat seemed to
meander. It was a confrontation by the two individuals, but
towards the end of the time, Jung feeling very depressed as he
reports it said nothing really was happening. There was no
interaction really taking place. At the moment a tune came into
his head which he remembered from his boyhood which his mother
used to sing. Tt was all about sailing. His house was by Lake
Zurich and he looked out at the boats and he started talking in
desperation with the patient about his own interest in sailing
and talking about how one catches the wind in the sails, and so
on, and how one takes advantage of it. Eventually feeling very
ashamed of the whole interview, he sent the patient back and did
no more about it. And I think that a year later he bumped into
the referring psychiatrist who said, "I am very angry with you.
You sent me no report on that interview with the patient I
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referred and all she told me was that you talked about sailing
and nothing happened. But whatever you did, it seemed to do

the trick' (laughter) And what Jung reported about it was

"You see, if a little tune comes into your head, follow it'".
(laughter) What I think I am really asking is a question of

the status of the kind of information we may acquire in a

given situation. How in fact we see it. How one deals with the
irrational and then perhaps a further and supplementary question
which comes back to my original comment, which is that it would
seem to me that what distinguishes the literature of art therapy
which is a very small literature,is that it is mostly oriented
towards case histories and the particular and out of which
generalization are very difficult whereas art education literature
is mainly characterized by inspirational generalizations out of
which the particular is very difficult to formulate. I wonder
whether the implication of a conference like this is one that

is looking towards particularization as a research mode really

in terms of particularly the art experience and indeed what
general inferences one can see coming from such particularization.
And perhaps just one final comment, I am sorry to go on so long.

I was interested in listening just again this morning to Professor
Aoki in discussing the curriculum and wondering to what extent
one can consider in a sense the inner curriculum or to what

extent one is attending to the, call it, the hidden curriculum,
but in fact what perhaps the art therapist might regard as the
inner curriculum of the situation. I am afraid I have wrapped

up the questions rather. (laughter)

AUDIENCE

I have a specific question to Marilyn referring to what Dr. Wagner
was talking about this morning, about the limitations of the
spoken language to express the fluidity of experience. I wonder
in terms of applying this concept to one of your master's students
or doctoral students, would you entertain a movie, a series of
photographs, a video tape as a means of communication in research
in description for its own sake?

M. ZURMUEHLEN

Well, I would certainly entertain all of those events or items
that you have mentioned as means of-communication. 1T am not
certain whether you meant by that as a thesis or a dissertation.

AUDIENCE

Right, right.
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M. ZURMUEHLEN

Yes. Now I can say ''yes'" to that, and the reason it took me a
few seconds there to think about it, it would be comparable I
think to saying "Would I entertain words as a means of communi-
cation in a thesis or a dissertation?'" and I would have to say
"yes" the same way. Do you understand what I am trying to
convey? That it makes a great deal of difference how those
things are used whether they represent communication or whether
they represent someone's process toward achieving a communication,
And that gets us to the nature, I suppose, of how the academic
world conceives of a thesis or dissertation, and they do, '"we"

I should say, conceive of it as a person's going through a process
that does allow them to come to terms with their own grounding

of knowledge to that point. But more than that, in the hope that
it will also be able to communicate in some form, something of
the funding of knowledge that they achieved at that moment to
other people. So, I would want to make the same reservation
about those forms of communications that I would make about
language, that they would probably in academic life have to be
subjected to the judgemental evaluation and guidance, however we
want to put those things,of the faculty in the same way that
words would be.

K. BEITTEL

Could I make a comment? Is it possible to make one more comment
on the same issue? Since these Ph.D. theses for example, and
M.A. theses exist within a tradition in academic communities,
1'd preface my statement that way and also since I would make

a distinction between a work of art and a work of knowledge,

and a work of knowledge which is also a work of art, I am not
excluding the possibility that they could come together. I
would say that a film would not be a thesis. No. I would
categorically say "No'". In of itself it could be a work of art.
It would, to me, not be a work of knowledge in the sense that
at least the tradition of theses entertain. Now if that be a
limit it's one which can expand as any limits can expand under
legitimate attacks or even attacks, legitimate or not. Who
cares? Irrational, perhaps. If they make their way into
academia more power to them. I have always felt that the M.F.A.
student should have to write nothing in a defense of his exhi-
bition, for example. It's a mixing of categories. If he is
getting a Master of Fine Arts, if he wants that other thing and
his faculty want in addition some statement, that statement
cannot be required to be scholarly in terms of supporting the
art, at least. It's up and above. Art supports itself. And
so does knowledge in my opinion. I am taking a strong stand,
because I've faced this stand my whole career. Lowenfeld, for
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example, thought one could get a doctorate by painting a mural.
I thought it bastardized both murals and doctorates. I am a
purist in that tradition in a way. T think they're mixing
categories that can co-exist but are not the same.

M. ZURMUEHLEN

Maybe I should add one thing, as you talk. It strikes me that
perhaps when you gave that example of Lowenfeld and the mural
that I may have left a mistaken impression. T will tell you
the kind of model that came to my mind as a specific example
when you talked about that and I think that you addressed the
question to me because of the examples I gave of master theses.

AUDIENCE
Yes.
M. ZURMUEHLEN

What came to my mind as you were talking was, for instance, the
kind of things that Bateson and Margaret Mead did with the
pictorial representation through photographs of various concepts
that they felt they perceived and derived from their perceptions
in their studies. That is the sort of thing I had in mind.

There are some words in there but beyond the importance of the
words there was some organization of ‘the photographs by socio-
logical concepts. There was not simply aesthetic organization.
Now, I think there were aesthetics that entered into the organi-
zation as well, but there was a conceptual level of dealing with
sociological concepts, if I can be redundant there, that I think
separated it from the kind of portfolio that MFA people in photo-
graphy put together. They made use of photographs and they used
them I think in a different way, and it's in that light that I
gave you the answer, I did. I think that I need to clarify that.

D. BURTON

Could I add one comment to that? That issue has come up before
in the sense of perhaps a recorded medium, video tape in parti-
cular, would be more appropriate to our day and age when we see
so much information displayed, would in fact a form of reading
a dissertation on video tape be appropriate? Well, it wouldn't,
because, as like you say, a work of knowledge, as a work of
scholarship it has to be there more or less in print so you can
go back and look at these things and say, "Wait a minute. Let
me look at that again'. This is not possible with the video
tape. The stream of consciousness keeps flowing on and you
really can't jump back and forth or you don't want to. In
reading you can change your speed, slow down, speed up which
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seems to me to be necessary as a physical element in theses.
AUDIENCE

I might just say one word, because that to me is a misuse to the
video medium.

D. BURTON
Yeah -
AUDIENCE

That's not what I meant at all. What I was referring to was
Dr. Wagner's suggestion, and I agree with, that words often
distort experience. And I was just asking if we didn't have,
as visual people, mediums of communication which would not
distort as much the experience we were trying to study. I
don't think that reading a theses on video is all what video is
for. It's just a misuse of video.

D. BURTON
It's not what theses are for either.
AUDIENCE

I had the opportunity during the coffee break to give to
Professor Aoki my interpretation of bracketing and reduction
system, and I have been quite relieved and satisfied, and I
feel safe that I can deal with Dr. Wagner's explanations. But
now, I am anxious to know what you mean by "On the other hand."
(laughter)

K. BEITTEL

I'11 reflect an image I got as I heard Dr. Wagner give his
answer. There is a philosopher at Penn State who has referred
to me as a street corner phenomenologist. I got the image of
walking down the street with brackets in my pockets Matt Dillon-
like and a phenomenon attacks me. (laughter) And I whip out
my brackets. (laughter)

T. AOKI
I would like to pose a question rather than try to answer. I
speak as a general curriculum person concerned about the place

of art education in the school program. And the concern that I
have is, why a course like arts which deals with the fundamental
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core of what it means to be human should be considered a frill

in so many areas. And the question that I am asking also at

the same time is "Are art people themselves helping the populace
in placing art into a frill position?" I would like to see it as
a basic core. Any reaction? Ken? Are you elitists?

K. BEITTEL

No. I think we contribute to its demise if you want my opinion.
I think we contributed very well to the demise of art in the
curriculum by defenses and apologetics and by not really attacking,
not in the terms which the battle had been pitched. I think those
of us who teach are committed to arting-being and bringing those
together and learning and hope to do something at this particular
level that we work, no matter however small it may be. I have

no grand schemes for the world of art: I think that's partly

our problem. We may talk generally about the particular. But
the particular is what gets made and experienced, and it includes
the general. I do think that is a nice flip. Just as through
these phenomenoclogical studies, whatever they may be, however we
define them after this conference, vou do learn something in
general. You cannot separate the two. You study a good case

of drawing, for example, a good instance of drawing, you learn
something about "drawing" in quotes. You undergo making as a
student, a teacher, as a human. You understand something about
creating, making, ''making art' as Dave called it, in general.
That's no answer, but I think we've missed the, how to put it,
we've missed the live part of it. That is the core. That is

the being of art education and its troubles and its issues.

Those are indeed the politics of art education. But that'’s a
very simple-minded answer. As Dave said, "I know I am making

art when I am making art."

T. AOKI

Yes, I am glad you have mentioned the politics of art education.
Because curriculum is a political thing, as well as other

things and too often we think of curriculum as apolitical, as

if it were not concerned with politics. And maybe another
conference is due.

M. ZURMUEHLEN

Could I make one quick comment about that curriculum notion. I
wanted to respond to it when you first brought it up. As I
perceive the problem with the so-called back-to-the-basics
movement in curriculum, T don't see it as a problem of the arts
only. It seems to me that the problem is a general curriculum
problem and that people that I know who are in literature or in
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reading if you want to be specific are very concerned to
think that somehow reading is conceived of as only a skill,
that they don't perceive that they are teaching only a
skill when they are teaching reading, that that is not sep-
arated from the content, that people are best motivated

to learn through meaning. I think that they feel that
they have a great deal of evidence for that and I could

go on and give examples through math and science but I
won't keep making that point. But it seems to me

that as art educators we've taken the wrong political
stance, if you will, in becoming defensive about our own
area. That it seems to me the best defense of this is
made in terms of the educational values throughout the
curriculum. Tt seems to me that the back-to-basics
approach, of course that is a very key phrase, it has
different meanings for different people, but as a code
phrase stands for a mechanistic approach that is threat-
ening equally to all areas of the curriculum.

J. VICTORIA

Thank you, Marilyn. I believe the time has come when

we must draw to a formal close. Usually someone who mod-
erates is supposed to give a synthesis of what has taken
place. (laughter) I have my own synthesis and my own life-
world of this event and I am sure you all have the same.
And in closing then, I would just really like to express
my heartfelt appreciation to all these fine people who
have come together and have interacted with us, both in
quotes ''the audience'" and '"the participants' because we
are all participants in one form or another and just allow
me to say thank you, everyone.
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ot du Student Teaching in Art du Novthern Illinois University.
Ses cours portent, entre autres, sur 1'enseignement des arts

et la joaillerie. Le Professeur McKay a obtenu son doctorat .




du Wayne State University et ses Ecrits ont surtout porté
sur les problémes relatifs & la conception de programmes
d'études et d'enseignement. Il a fait plusieurs exposés

et présenté de nombreux travaux pratiques lors des confé-
rences de la Naticnal Art Education Association et d'autres
conférences professionnelles.

ROBERT PARKER

Professeur adjoint a la Faculté des Beaux-Arts de
1'Université Concordia. Il donne des cours en enseignement
des arts et en histoire de 1'art et son expérience comme
professeur d'art a &té acquise aux niveaux &lémentaire et
secondaire en Iowa et en enseignement des arts, au Frostburg
State College au Maryland. Il a regu son doctorat a The
University of Iowa et mené une &tude historique sur 1'éla-
boration de 1'enseignement de 1'esthétique. Les derniers
travaux du Professeur Parker portent sur 1l'esthétique et

sur les réactions des enfants face i 1l'art.

HELMUT R. WAGNER

Professeur de recherche aux Hobart and William Smith Colleges.
I1 a fait ses études sous la direction de Carl Meyer et
d'Alfred Schutz. En 1970, il a publié& un livre intitulé
Alfred Schutz on Phenomenology and Social Relations (University
of Chicago Press), qui fait partie d'une s$érie d'ouvrages en
sociologie. Le Professeur Wagner a également publié des
articles sur la socio-phénoménologie. Ses articles récents

sur la phase bergsonnienne d'Alfred Schutz, 1'intersubjectivité
et les problémes de la transcendance ou la conception socio-
logique et 1'influence de la phénoménologie allemande sur la
sociologie américaine apparaissent dans Philosophy and
Phenomenological Research, Review of Soetal Theory et Annals
of Phenomenological Soctology.

MARILYN ZURMUEHLEN

Coordonnatrice en enseignement de 1'art & The University of
ITowa. Elle enseigne 1'éducation artistique et la céramique
et est responsable des programmes d'études du doctorat, de
la maitrise et du baccalauréat. Elle a été coordonnatrice
en pédagogie des arts a The University of Missouri et a
enseigné 3 The Pennsylvania State University et au niveau
secondaire. Ses articles ont été publiés dans une revue
intitulée Studies in Art Education et dans d'autres revues
en enseignement de 1'art; elle a également fait plusieurs
exposés aux Research Seminars de la National Art Education
Assoctation. Elle a étudié la céramique au Haystack Mountain
School of Crafts et au Japon ol elle a visité les &coles
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¢lémentaires et secondaires. Elle a obtenu son doctorat
de The Penmsylvania State University et ses recherches ont
porté sur 1'analyse des réactions esthétiques et des
interactions au niveau des classes scolaires.
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