








tive to themselves and their environment. Art is a means to an end and
not an end in itself. The independent creation of one's own concepts a-
bout one's self and the surrounding world are of greatest value. The
individual and his or her creative potential is to be placed above sub-
ject matter. The "deeply rooted creative impulse" of human beings leads
to the growth of confidence if it is not thwarted by interferences from
civilization. For example, Eskimo children and persons who live in remote
areas exhibit the beauty and clarity of natural expression and thus con-
fidence. Of particular concern is the influence of repetitive stereotyped
images found inthe child's enviromment which when used in art lead the
child away from personal expression te imitation. 1In this way, one can
become dependent upon the thinking of others and court insincerity. Inter-
ferences and imitation are also visible in complex and more highly dev-
eloped forms of art. The inner spirit of the creator becomes hidden under
a facade of style. The truth of art education is freedom of expression
and self-identification. This is accomplished though a great variety of
direct experiences in sensing and perceiving. Tn art education we should
not emphasize handling the material or medium, "but the human spirit
which transcends the material into expression' (Lowenfeld, 1957, p. 32).
For Lowenfeld, the child is creator, spirit, and an individual.
The child is natural, sincere, and self-confident. Art is a means; it is
creation, expression, and activity. His conception of art education is
replete with patterns of social thought popularized during the Romantic
Movement in Germany (Hauser, 1951). 1In view of Lowenfeld's emphasis on
forming one's own thought and not borrowing that of others, it is some-

what ironic that his thinking utilizes socially available ways of conceptu-
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alizing art experience. If we adopt Lowenfeld's viewpoint, what are some
of the cultural assumptions we would be obliged tc accept?

We would be supporting an extremely subjective view of the artist
in which one's own feelings are followed and the rules established by tra-
dition are repudiated. We would hold that all svstems are obstructions
to truth. We would value openness and change, and disparage the clear-cut
and definite. We would deny the status of knowledge to anything that was
not experienced directly. As such, we would probably not spend much time
showing children the work of artists, past or present, nor would we tell
them anything about styles or techniques and ceonventions in represencation.
Traditional techniques and forms of art expression would be rajectad in
favor of letting each person create the accumulated wisdom of the human
race from his or her own personal resources. The net effect would be to
extinguish the social origin and context of what has éome te be called art.
Cartainly, there would be no arct criticism because there would be no way
tc devalop any criteria to share with anyone beyvond one's own personal

reactions to art work.

THE CEMREL AESTHETIC EDUCATION PROGRAM

There is no key metaphor in the CEMREL point of wview unless one
wishes to use the term zesthetic education itself. Instead, there are
several conceptions about the arts that are juxtaposed te one another. One
of these is that learning and knowledge are acquired through the senses.
Sensory experience is the base from which concepts are developed. Other
conceptions are: aesthetic experience refers to those moments when beauty
is recognized in our natural environment, and aesthetic refers to order,

form, and beauty. Further, in aesthetic education, one perceives, judges,
»
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and values the form and content of the artist's experience. To create or
encounter an art work, one utilizes the language of art, that is, the ele-
ments of design and engages in creative problem-sclving to achieve a per-
scnal point of view which is valued intrinsically. Whereas Lowenfeld's
conceptualization of art education was comnsistent in theme for the most
part, the CEMREL conception of aesthetic education is thematically somewhat
irregular. Indeed, there is some cognitive discomfort in relating the idea
of creative problem-solving with the idea of moments when beauty is recog-
nized. In aesthetic education, many disparate perspectives on the phenom-
enon of art are brought together under one conceptual umbrella. The CEMREL
view, however, is perhaps more representative of current art education
thinking (Dorn, 1977).

The Aesthetic Education Program Curriculum is likewise eclectic. It
focuses on aesthetics in relationship to the physical world, the arts ele—
ments, the creative process, the artist, the culture, and the environment.
Aesthetic education also includes all of the arts: music, visual arts,
dance, and theater. As stated by Madeja and Onuska, aesthetic education
designated that area of the curriculum where children have 'the chance to
learn how to experience, judge, and value the aesthetic in their lives"
(1977, p. 5).

The CEMREL view is indebted, in part, of the nineteenth century
aesthetic movement which valued sensual experience, a contemplative atti-
tude, pure form, and art as the justification for life (Hauser, 1951).
There is also an intellectual debt to the work of Pestalozzi (Gutek, 1968).

Pestalozzi advocated direct experience and sense impression as the basic
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means by which clear ideas or concepts come to be formed in the mind. He
believed in the unftv of thinking and doing. Thought which involved no ac-
tion was mere idleness. Hence, the CEMREL emphasis on games, curriculum
packages and kits, and other participatory learning experiences.

There are several assumptions embedded in CEMREL's approach to aesthe-
tic educaticn. Learning in the arts begins at a sensual level, not the con-
ceptual., Much value is placed on an individual's personal experience as the
basis for gaining trustworthy knowledge. Little interest is shown in the
collective social knowledge developed by other persons. Yet, the idea of
aesthetic experience as something of instrinsic worth is itself socially
originated and transmitted. The purpose of aesthetic education is pur-
portedly to teach or enhance aesthetic respomse. As such, it is a social
activity more than it is a personal one.” Further, the scepticism shown
towards concents and abstractions committed to written form in bocks con-
tradicts the development of curriculum units by which gnowledge about the
arts is shared with children. Would anyone know about the elements of de-
sign or whnat z choreographer does through personal, direct experience only?
If we accept the CEMREL Aesthetic Education Program as a needed part of the
school curriculum, it appears that we would also accept scme ideas that are
anot in order or harmeny, but ones that contradict omne another. One might
say that the conceptualization of aesthetic education is somewhat dissonant
and does not integrate the various borrowed knowledge about the arts and
aesthetics very well. This is a case of the mixed-up metaphor, perhaps.

THE AIM STATEMENT

Feldman's approach to art education is a metaphor that is multivecal.

Art means work, language, and values. He says that art requires effort
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that is physical, emotional, and intellectual. Artistic images are linguils-
tic devices. Animal tracks and work-marks are visual images to be read.
Visual imagery underlies verbal language. In this sense, Feldman confirms
that language is a metaphorical system representing our perceptions. Val-
ues are vehicles of thought and feeling, fhEYIfDCUE on fundamental humaa
experiences and concerns. A key idea in his approach is that art is part of
life and liwving, and grounded in our daily lived experience. Art is a
social phenomenon more than it is a private sensory experience.

Feldman's approach reflects an intellectual perspective on art that is
reminiscent of the Renaissance and aspects of the nineteenth century Arts
and Crafts Movement. Art is a rational activityy it is a discipline. It has
thecry and structure. We are asked to believe that there is content to teach
in art. There is an acceptance of the traditions of che past as useful
information. Every individual does not have to reinvent the whole of hu-
man experience without help from those who have lived before. We are in-
vited to look at the spectrum of works of art, not for imitative purposes,
but for deriving and sharing the meaning of life which all human beings have
searched for and continue te do se. In Feldman's approach, there is a com-
mitment to improve human beings, and thus society, through art.

If we adopt Feldman's AIM Statement, we likewise adopt some cultural
assumptions about art and education. One of these is the idea that art is
work. An advocate of this idea was John Ruskin (Bde, 1957). Ruskin be-
lieved in the honesty of images created by workmen in the building of Gothic
cathedrals. These images were to be preferrad over other styles of imagery
because the Gothic or Medieval workman was not servile toc a master or to a

rigid style. Images, or art, were created through freedom of expression
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and work. To work is to commit one's time, to be involwved, to take pleasure
in the results of one's efforts. This idea about art has become hidden be-
hind the concept of work as an activity that is self-alienating. With

the advent of the machine and mass production, many of uvs only experience work
in this way on weekends when we can choose and define our own labors. For
some persons, the visual arcts are still chought of as honesc labor while

for others, the visual arts are a form of play to be juxtaposed te work that
is alienating te the self. The idea of art as play, however, cannot com—
mand the raspect that art as work can among decision-makers in schools in

a time of limited resources. ~Furthermore, as Feldman is aware, the claim
that art 1s work has a leonger history in the art world than our current com-
ception of it as some sort of play activity,.

Art as a visual languages is 3 more modern idea derived from formalism.
This idea, rooted in art history, provides the perspective that works of art
require interpretation and understanding in order to achieve meaning; they
mast be read. In past societies, where literacy was not so universal, per-
haps being able to interprec che visual phenomena in painting, sculpture,
and architecture was a more honored skill than ic is today. There is also
the modern idea that the artist makes wvisual statements as opposad to render-
ing nature. These ideas are replete with metapheor,

A rime honored cultural assumption is that art reflects the wvalues and
aspiraticns of a sociecy. The greatest societles have the greatest art. No-
ble values are embedded im noble visions. While there may be some truth
to such a view, 1t must be treated with cautien. One needs to remember that
the pyramids were created with the labor of slaves, the Greeks were rather

bellicose, and the Renaissance was also a time of persecution and stake-
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burning. Events of this sort were not necessarily recorded by visual means
for public consumption. How many slaves, prisoners, and dissenters are
known to us through art? Yet, these, too, are values and aspirations.
SUMMARY
In sum, our conceptualizations about art education are dependent upon

historical and socially-based patterns of meaning configured by metaphor.
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