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DESCRIPTION OF THE PROJECT

‘Vincent Lanier, Project Director

Like every other professional in education and
most of the literate public, teachers of art and
art education have been watching the recent
consistent progress of instructional tech-
nology. As the media field becomes more
widespread and more inventive, some of its
i implications for art education become obvi-
i : ous and exciting. Late in 1964 a group of art
1 educators developed the concept of a project
designed essentially to collect information
on the newer media and their impact on
the teaching of art and to disseminate this
information as widely as possible among the
members of the profession.

To some extent the origin and intent of
) this project paralleled the music educators
1 project of that year.! Also, since NAEA is
: capable of widespread and effective dissemi-
nation, the project, like that of the music
educators, was developed as a proposal to
i the USOE, sponsored by the national asso-
' ciation.

The proposal was submitted to the U. S.
Office of Education in March, 1965. It was
approved by the Arts and Humanities
Branch and the Media Office of that agency
and funded under Title VII B of the Nation-
al Defense Education Act for $66,044.00.
Its duration was 18 months, starting May 1,
19656 and ending August 81, 1966. A com-
mittee made up of Edward Mattil (Pennsyl-
vania State University), Herbert Burgart
(George Peabody College), Kenneth Beittel
(Pennsylvania State University), Charles
Dorn (NAEA), Elliot Eisner (Stanford
University), Harlan Hoffa (U.S. Office of
Education), Anna Hyer (Division of Audio-
Visual Instruction), C. R. Carpenter (Penn-
sylvania State University), Gerald Torkel-
son - (University of Washington) and the
Project Director assumed the responsibility
of planning the overall framework of the
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project.

Since the project was concerned with the
generation and accumulation of media ideas
and information as these relate to the teach-
- ing of art, the focus of the project was seen
as a symposium of 5 days length during
which 50 selected art educators and 4 media
specialists would be brought together. By
using dependable traditional devices such as
the presentation of papers, discussion by a
carefully chosen panel, intensive analysis of
particular problems by small interest groups
and the examination of a range of existing
media hardware and materials in art, the
symposium could and did concentrate sus-
tained attention on the impact of education-
al technology on the field in question.

Subsequent project activities were seen
primarily as supportive of the widest possible
dissemination of ideas and information from
the results of the symposium and all other
relevant sources. This dissemination includ-
ed visual and verbal presentations at the
NAEA regional conventions and other meet-
ings, and duplicated and printed materials
developed by the project and published by
NAEA. This project report itself is visual-
ized as a dissemination vehicle.

In order to insure the greatest likelihood
of a wide dissemination of the results of
the symposium, a broad range of levels of
art education was stipulated for participant
selection. The 50 funded participants includ-
ed elemenatry classroom teachers, secondary
art teachers, supervisors of art, college and
university art and art education tezchers,
researchers, and those interested in contin-
uing education and museum education. Al-
80, in each case, the individual participant’s
capacity for serving as a disseminator was
emphasized, both in the selection process
and in his subsequent activities during and

after the symposium. Four media specialists
(Carpenter, Allen, Finn, Norberg) were
chosen as people who would be able to reflect
some sensitivity for the educational role of
the visual arts as well as superior compe-
terllce and imagination within the media
field. :

The kinds of issues confronted by those
assembled at the symposium included a con-
siderable variety. One type was the explora-
tion of human learning and development
and the reciprocal impact of such investi-
gation on both fields. While art education
is poorly (and some might say properly so)
represented in the structures of theories of
learning and instruction, educational tech-
nology is very heavily indebted to these
areas for conceptual support. The review
of the implications of the intellectual ori-
ging of the media field was done by C. R.
Carpenter in the first paper.

A second area of concern was the growing
mass of research in the media field and its
relevance to art education. In particular
those studies which investigated visual
phenomena can, and in some instances do,
provide material with which the art educa-
tor can more readily understand the dynam-
ics of his own field. A further considera-
tion in this area is the possibility that re-

search in art education can shed some light -

on the problems which media students face
both on 2 theoretical and on a practical level.
While this was not found to be the case
during this project, by no means have all
potential relationships of this nature been
fully explored. William Allen presented a
paper on this second issue.

A third kind of issue was examined by
James Finn. This had to do with the exist-
ing hardware of media, its proper logistical
and administrative handling, and how both
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these factors can exert influence on the teach-
ing of art. Although those in educational
technology are quick and correct to point
out that the machine aspect of the field is
not its only present or potential contribu-
tion, there is no doubt that much of the gig-
nificance of the field for art education, or
for any curriculum area, is dependent upon
a proper exploitation of technological devel-
opments. For this purpose, the kind of stim-
ulus which can grow out of exchanges of
information during a prolonged confronta-
tion is of great amd unique value. Often
the benefits derived from the experience for
later speculation and development cannot
be readily observed at the close of the period
of confrontation, or, for that matter, may
never be recognized as the source of a sub-
sequent step forward. James Finn’s pres-
entation at the project symposium is omit-
ted in this report due to its essentially visual
nature. His approach to media problems,
however, iz well represented in the panel
discussion portion of this document.

The last speaker, Kenneth Norberg, was
given the task of projecting present tenden.
cies in media as they relate to art education
in the near as well as distant future. In

some instances, the most imaginative extra- ,

polation may provoke the most practical con-
sequences. This is perhaps most true in re-
lating areas of consideration which have up
to that point been reasonably discre’e.
Building upon the conceptual and infor-
mational bases established by the media
specialists in their prepared papers, the
panel discussion, in which media and art
education people could develop a spontane-
ous dialogue, extended the intensive analy-
sis of problems and issues. Here, the art
educator had a structured opportunity to
tap the rich storehouse of knowledge each
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of the media specialists brought to the sym-
posium and to explore each point with con-
siderable thoroughness. The panel discus-
sion, including comments and questions from
the audience, is presented almost in its en-
tirety in this report. It is interesting to note
that chall-aging and insightful questions
came from the media people to the art edu-
cators as well as in the opposite direction,
as had been anticipated. While it is un-
doubtedly gratifying to witness the high
level of interest and awareness of those out-
side the field in the problems of art educa
tion, one might wish that the profession
had a greater body of sophisticated theory
and reliable findings with which to answer
those questions. Some solace can be derived
from the fact that both thoughtful analysis
and empirical investigation are new to the
history of art education as compared to most
other disciplines. Nevertheless, the questions
of an alert and critical outsider can dispel
any tendencies towards complacency, a re-
sult fortunately most conducive to further
thought and action.

Following the transcript of the panel dis-
cussion are the reports of the four group
seminars. These groups, formed on the basis
of teaching level, were composed of (1) ele-
mentary and secondary teachers; (2) super-
visors; (3) art educators in higher education ;
and (4) art educators representing research
interests. The reports were developed as a
distillation of from four to seven hours of
group discussion, during which time the
knowledge and stimulus absorbed from the
presented papers, the panel and the exposure
to films, media devices, and media materials
such as slides, filmstrips, and paperback
books could be filtered through teaching
level and individual situation requirements.
The lack of a commonality of format among
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the reports should indicate the relative re-
straint of this symposium on the matter
of structuring of approach. Though a cer-
tain rigidity of structure in such group
situations usually promotes efficiency, it may
also inhibit the latitude of ideas surveyed
and may deny easy access to unusual ideas.

The final symposium document represent-
ed in this report is the evaluation snmmary
written and presented at the meeting by
the project evaluator. In it the evaluator
reviews the content and procedure of the
symposium with respect to an assessment of
their effectiveness. The last section of this
report attempts to bring together the major
problems in the uses of newer media by art
education and some recommendations as to
future activities which may expand and re-
fine these uses. While a substantial portion
of the ideas in this last section stem directly
from the materials accumulated during the
symposium, some ideas reflect cther aspects
of project activity. Also, it must be noted
that this section ultimately represents the
summation of one person, the author. Need-
less to say, every effort has been made to
provide a thorough and impartial abstract
of the ideas and information brought to
light during the lifetime of the project.
Nonetheless, some degree of judgment must
of necessity be exercised in such a task, if
only in providing greater emphasis to some
issues over others.

A few details of the project symposium
which do not appear elsewhere in this re-
port might be worthy cf presentation here.
The symposium was held during the week
of December 138-17, 1965 in the National
Education Association Center in Washing-
ton, D.C. The 50 participants were made
up of 15 classroom teachers, 15 supervisors,
10 college teachers and 10 researchers. They

were selected from among 201 applicants
according to criteria such as geographical
location, teaching level, media background
and dissemination capability, There were al-
80 66 observers in attendance, 19 of them
present all 6 days. During the symposium,
63 films and one videotape were screened;
21 pieces of media equipment were exhibit-
ed; and 38 filmstrips and a number of slides,
tapes, discs, paperback books, reproductions,
programmed learning sequences, 8mm loop
films, transparencies and museum exhibits
were displayed. The program provided 11
hours of taped lecture and discussion, in
addition to the many hours of unrecorded
committee discussions. v

Although none of the many dissemination
activities of the project are shown in this
report, they should, at least, be described
here since the primary concern of the legis-
lation under which the project was funded
is dissemination of media information. The
dissemination procedure with the greatest
impact was probably the multi-media (slide-
film-talk) presentation given by the Project
Director and appearing as part of the pro-
gram of each of the four NAEA Regional
Conventions.?2 Ag part of that presentation,
photographs and motion picture film taken
at the symposium, along with slides donated
by the exhibitors, were put together into a
five-minute film by Robert Beeching. This
film was reduced to 8mm and cartridged
without charge by Technicolor. A rough es-
timate of the number of people who saw
the presentation both at the four regicnal
meetings and at other conferences where it
was given would be between 500 and 600.
The cartridged film on standard 8mm is now
available through the NAEA.

The next substantial attempt at dissemina-
tion was the April 1966 issue of the official




NAEA Journal, Art Education, which was
devoted to newer media and featured mine
illustrated articles on facets of the project
and its subject. A further step, designed to

provide a basic pool of information on avail- -

able media resources for the profession, was
the project’s development for publication by
NAEA of the following documents:

1) Fitms on Art (compiled by Alfred
Humphrys and expanded by the project),
published December 1965.

2) Slides and Filmstrips on Art (includ-
ing 8mm loop films and transparencies), in
press.

8) Printed Materials on Art (including
reproductions and paperback books), in
press.

Whatever one’s personal opinion may be
with respect to the desirability of using

newer media in the teaching of art, it would

be difficult to deny that this profession,
along with all of education, appears to be
moving increasingly in that direction. There
are those who regiret this development and
their concerns and integrity must be respect-
ed if we are to maintain the intellectual
dignity and freedom we prize so highly. On
the other hand, it would appear that a con-
siderable majority of art educators welcome
the newer media as tools which, when used
judiciously, can improve the teaching of art.
In this sense the project can be viewed as an
attempt by the national association and the
federal government to help art education
to turn one of the several corners it needs
and now wants to turn.

NOTES

1. National Conference on the Uses of Educational
Media in the Teaching of Music, sponsored by
MENC and USOE, December 7-11, 1964.

.2, Dates and places of these meetings were:

Eastern Regional, Boston, March 16-19; Western
Regional, Houston, April 2-7; Pacific Regional,
Asilomar, California, April 3-6; Southeastern Re-
gional, Tallahassee, April 24-27.,
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THE NEWER MEDIA AND EDUCATION IN THE ARTS
C. R. Carpenter, Pennsylvania State University

The time and place are most favorable for
this symposium on the Uses of Newer Media
tn Art Education. At this time especially
there is a rapidly growing interest and much
activity in all of the different forms and
varieties of the arts. Yearly, increasing
thousands of people, professionals, amateurs,
and just common people, actively begin to
participate in some form of the graphic
and fine arts. The number of people, whether
they are producers or consumers, creators
or appreciators, escalates yearly, perhaps in
an increasing ratio to population growth.
This place is also propitious for our planned
discourses on media, methods, potentials,
£ | posgibilities for education in the arts.
here there exists the new . National Arts
and Humanities Foundation established at
long last to counterbalance the National
Science Foundation. Here, too, exist sources
of federal leadership, support, and encour-
agement for creative new developments in
the arts, developments far greater in scope
and purpose than we would have dared imag-
ine prior to the formulation of the doc-
trine of the New Frontier and the Great
Society. This is a good time and place for
our deliberations and discussions.

The main task

The task before us is formidable and ex-
ceedingly complex. We probably have a
sense of helping to launch new enterprises
for education in the arts. Although old and
with deep roots in human biological origins
and human history, these aspects of educa-
tion, nevertheless, have much that is newly
emerging. Similarly, the “newer” media of
communication and of instruction are at tke
dawn of their development. Most media,
whether they essentially involve films, tapes,
or electronic waves, are in that stage when

their novelty is attractive to some people but
repellent to others. New or old, art forms or
processes and the media are ubiquitous in
contemporary society. Whether we speak
from the viewpoints of the arts or of the
media relative to education, learning, and
training, much of our insecurity and un-
certainty derive from our recent arrivals
wherever we are,

I judge that the main task of this sym-
posium is to explore as deeply and as sys-
tematically as possible the useful potentiali-
ties and possibilities of the “newer” medis
or serving, advancing, and improving the
efforts of those who teach and of those who
learn in the arts, If this be the main objec-
tive of the conference, then I would suggest
that all explorations involve risks of failure
and that complete success is rare. We may
expect some successes and more failures in
our attempts to see the potential and possible
fits and adaptations of the newer media and
learning to the skills of artists, or of the
activities of anyone involved in artistic or
aesthetic behavior.

The task before us, ags I understand that
task, is not to resolve the conceptual and
role conflicts between different people or
groups of peopl= in the broad field of educa-
tion for the arts. Let us think about and
speak to a broad and diverse audience:
those who train young children to see colors,
forms, perspectives; those who teach teach-
ers how to teach artistic literacy to increas-
ing millions of young students; those who
train the talented elite to the highest levels
of excellence in artistic performances; or
those who communicate with and through
both the media of the arts and the “newer”
media of communication, and seek to raise
the levels of taste in the arts of vast adult
populations. '




Let us not, as we proceed to explore the
reciprocal interactions between the training
in the arts, draw boundary lines between
the producers and consumers, the senders
and the receivers, the processes of creating
or producing and the processes of perceiving,
analyzing, criticizing, and understanding.
Let us not divide ihat which is best left
whole, or analyze that which most needs syn-
thesis and integration.

Some objectives of education in art

If I read correctly what educators in the
arts and related fields have written, the
many purposes of instruction, training, and
learning are represented by the following:

To learn to perceive;

To learn to discriminate in terms of ap-
propriate value scales and judgements among
artistic performances and products;

To learn different kinds of aesthetic per-
formances with different materials and art
medis ;

To learn the skills of expression in selected
forms, structures, and materials;

To guide individuals into levels of free-
dom of performance and personal integra-
tion which result from mastery of materials
and techniques;

To instruct the artistically illiterate so as
to increase the levels of aesthetic literacy;

To wage educational campaigns against
ubiquitous ugliness in the appearance and
behavior of people and in the envircuments
which men both create and destroy;

To train the artistically talented elite to-
ward the limits of excellence in specialized
performances;

To provide reservoirs of art products and
performances which can be appreciated and
erlxjoyed by large numbers of deserving peo-
ple.

It is perhaps presumptuous for me to at-
tempt to state a set of objectiven for educa-
tors in the arts or for art educators.! I do
not expect these statements to be accepted.
I have made these points as a consequence
of some frustration I experienced after
searching the literature and finding many
conflicts and contradictions in what the ob-
jectives are or should be. Also, I have made
these points to show the need for such state-
ments before we can intelligently discuss
the uses of “newer” media in art education.
In fact, it would be desirable, and will even-
tually be necessary, to restate these objec-
tives, making them more specific and phras-
ing them to require clearly defined and testa-
ble performances.

The purposes of this paper

The purposes which I hope to serve with
this initial presentation are the following:

To begin to set the stage for following
discussions by outlining general problems
and propositions which relate to the inter-
actions of education in the arts and the de-
velopment and uses of the “newer” media;

To begin a series of definitions of areas,
language, and processes which may later be
of service in our discussions, here and else-
where;

To begin to outline the possible roles and
uses of the “newer” media as we strive to
see these means for assisting art educators
to accomplish their defined and accepted
objectives.

Finally, I shall not hesitate from time to
time to state unanswered questions or un-
solved problems which need answering or
solving, and which may interest educators
in the arts as areas of reserach and devel-
opment.
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Areas of discourse

It seems that we are involving ourselves
in three general areas of discourse: the be-
havioral sciences, art and aesthetic contin-
gencies, and the “newer” media. Each of
these fieids is most complex and each iacks
& common conceptualization, a common lan-
guage, and a unity of purposes. The areas
are not pure disciplines, for each can be
reduced to more apecific and perhaps funda-
mental areas or lines of study and scholar-
ship. Since the areas of subject matter, of
academic and professional efforts, of sciences
and arts are pluralistic and are discussed in
many languages, how are we to manage our
efforts at interdisciplinary discourse so that
it will be most stimulating and productive?

I propose, as a partial solution to this
problem, to state two sets of generalizations,
one deriving from the behavioral sciences
and the other from the field of the media.
The generalizations will not be on the same
levels of abstraction or of the same scope.
They will vary greatly in the degree to which
evidence can be found to support them;
hence, some may be classed as hypotheses,
other are assumptions, and still others as
propositions. All may be classed as theories
of some variety or kind. Perhaps none of
the statements can be called dependuble con-
clusions. All of the statements kave been
selected, by means of a mystericus personal
logic, from a wide rangc of alternatives.
The generalizations that follow are time-,
space-, and person-limited. Each deserves
and, it is hoped, will provoke both discus-
sion and disputation.

Some pertinent generalizations
from the behavioral sciences

The human organism is the product of
10

genetic determinants, adaptability of this
organism, and organism-environment selec-
tivity operating over much time;

The organic adaptability of the human
organism is supplemented by the capacities
for learning and the operation of vast net-
works of learning proceases; ‘

Genetic assortments and transmission of
gene-determiners are paralleled by learning
—the latter most specifically provides the
mechanisms for cultural transmission;

Changes in the rate and patterns of genet-
ic transmission from generation to genera-
tion are relatively slow compared with rate
and pattern changes which are mediated by
learning and the resulting culture;

A most conspicuous characteristic of
evolved human behavior is that it acts on
and modifies the environment, and thus
brings environmental demands within the
ranges of man’s adaptive capabilities;

The human organism’s exceptional capac-
ities lie in those modalities of speech and
communication; .

Play is a universal modality of behavior in
young mammals, and play and recreational
behavior continue on a reduced basis
throughout the life cycles of most humans.

In summary

Learning cuitural differentiation and cul-
tural transmission, language and communi-
cations, construction and destruction, play
and recreational investments of surplus ener-
gies provide the organic behavioral milieu
for the arts;

Different crltures and sub-cultures when
isolated from each other always develop
distinctive forms of communications, pat-
terns, of actions on and interactions with
the environment, and distinctive, more or
less depending on degree and time of separa-




tion, forms of play and the expenditure of
surplus energies.
Differences and similarities :

The variabilities of the organic, personal
behavioral and cultural or group behavioral
characteristics are among the most conspic-
uous features of man and his societies. Thus-
ly viewed, that behavior which relates to
art as performance or art as a product has
a basis in those biosocial processes and forces
(energizing mechanisms and ways of invest-
ing energies) which are fundamental to all
human evolution and human activities.
Hence, artistic activities may well be viewed
as integral and essential and not as peri-
pheral and nonessential components of hu-
man society. Artistic activities like scienti-
fic and technological activities surely have
adaptive values for human populations.

Generally it seems to be agreed that the
organic as well as the inorganic matter-
energy systems operate deterministically
and in ways described by probability mathe-
matics. It remains to be learned whether
the descriptive principles of aesthetics or
the imaginatively creative variabilities of art
are also subject to deterministic systems
that are as compelling and limiting; or
whether more freedom does and should pre-
vail in this domain of the arts than in the
sciences and technologies.

These generalizations are oriented to
phylogenetic evolution. There can be an-
other set of generalizations which are closer
to the work of educators in the arts and
which are oriented to the ontogenetic or
individual development and life cycle. Let
us observe the following possible examples:

Young children must both mature and
learn the processes of perceiving, of using
all the senses for discriminating colors,

forms, objects, motion, persons as well as
interactions and relationships.

The maturation schedule and the corres-
ponding learning schedule or rates can be
charted for an individual child, and norms
can be statistically charted for populations
of children in a relatively homogeneous cul-
ture or sub-culture.

It would appear to be a reasonable hy-
pothesis that there are maturational stages
when instruction is most appropriate and
learning most productive; when these mat-
urational stages are missed instructional
efforts are ineffective, and learning is most
difficult and stops short of the optimum
levels of achievement for the individual
child. For example, the capacity of young
children for learning languages changes in
accordance with this hypothesis.

The response to art objects, the apprecia-
tion or undertaking of the language of art,
as well as performace of the skills of an
art, are interdependent with the growth-
maturational schedule of an individual.

The growth schedule of an individual in-
cludes both organic and sociocultural fac-
tors. For example, the aesthetically ‘illiter-
ate adult of thirty-five apparently has low.
possiblities of ever learning to appreciate
nonobjective painting or the music of a mod-
ernistic symphony.

The individual’s artistic behavior varies
with maturational and growth factors, This
behavior also varies with both general and
special abilities, and the educator in the arts
may urgently need to take into account the
special artistic abilities of students.

Questions of importance in this connec-
tion are the following: What can and should
be done to train the majority of people of a
population who lack potentials for moderate

11
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or advanced levels of artistic performances
and the perception, discrimination, under-
standing and appreciation of the arts? How
can the artistic literacy of a whole people
be raised?

I have attempted to formulate a few
generalizations to illustrate a biosocial ap-
proach to providing a rational basis for
artistic behavoir, and to propose that artis-
tic behavoir is as basic and fundamental
as are other modalities of behavior. These
generalizations, although they are a low or-
der of theory, may nevertheless provide
some concepts for discussion and perhaps
some guidelines for different kinds of in-
struction in education for the arts.

Audio-visual theory

No coherent audio-visual theory seems to
have been derived from the behavioral
sciences. There have been a few spurious
attempts to formulate such theories. The
basic, nontheoretical facts are that humans
have sensory-perceptive capacities which
permit responses to different kinds of energy
changes such as heat, sound and light waves,
contact, pressure and kinesthesis, and the
chemical senses of taste and smell. The
many senses of the human being, acting
as separate modalities or in combination,
depend on the characteristics of the stimu-
lus situation; they provide possibilities and
also limits to the ways the individual can
react to his environment or to materials
which are formed as arts.

In the context of these facts the roles and
functions of the media of communication
and instruction (I object to classing these

a8 “audio-visual”) are the following:

Examples:
1. To represent to the person in varying
12

degrees of realism-to-abstractions, i.e., on
the semantic continuum, stimulus materials
for reactions, interactions, response, learn-
ing and transformation. Usually these rep-
resentations are selected and organized for
special effects and purposes.

2. To capture a stimulus situation and
preserve it for repeated use.

3. To represent stimulus situations so as
to bring visual and auditory phenomena
to restructure them for emphasis, or indeed
within sensory limits.

Viewed thusly, the media under consider-
ation are plastic, pliable, and dynamic means
of recording, selecting, organizing and pre-
senting or displaying materials of many
kinds and qualities. These acts can be done
for many purposes. Media can be used to
preserve and store information, to serve as
carriers of information in diffusion or dis-
semination operations, to provide pleasing
organizations and sequences of patterns of
stimulation, or, finally, to provide conditions
believed to be favorable for learning. This
last function, especially, relates closely to the
interest of the educator in the arts.

Media and modes of communications

In descriptions and discussions of com-
munications and media it is useful to dis-
tinguish modes of stimulus materials from
the media. The modes of communication
lie closer to the form and structure of the
information being conveyed. For example,
in films the photographic or graphic modes
may be used. The photographic mode may
be further broken down into still or motion,
and color or monochromatic. The medium
could have been video tape rather than film.
The modality of sound can be ‘“encoded,”
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stored, and transported by films or tapes;
but while the sound records when activated
may be of speech or music, the different
modes of stimulation were carried by the
same medium.

This analysis can be carried further. The
elements of the modes of expression, stimu-
lus, or communication could be described in
terms of signs, signals, symbols, or even
noise. Various linguistic or “information
theory” analyses, also, could be used. Al-
though interesting and important, these
analyses are probably, at this time, not very
helpful to the art educator.

Let us revert to a point: namely, that the
media and modes of stimulus materials are
means of arranging conditions favorable
for learning. The pervasive and important
behavioral phenomena of organic adaptation
and individual learning are especially con-
tingent, or even central, to all aspects of art
education. We could wish that a finite num-
ber of theoretical propositions, “laws,” or
“principles” describing learning, could be
stated and be useful to art educators. I
have chosen to state a series of operaticnal
guidelines rather than present very abstract
general theories.2

1. What is to be learned by whorm and
when are judgments that must be made in
relation to the relevant characteristics of
the learner(s) ?

2. The broad condition of motivation is
contingent to learning; however, motiva-
tional states are complex in kind and vary
in degree. Motivation may be general, as
with the achievement motive, or specific,
as when a learner acts so as to have the ap-
proval of a respected person.

8. Reinforcement of both the positive and
negative kinds operates, in specific ways

relative to specific performances, to establish
or extinguish learning activities of many
kinds.

4. Rewards that are positive, favorable,
pleasant, and encouraging are usually more
effective as regulators of learning than re-
wards (or reinforcements) that are nega-
tive, unfavorable, and unpleasant. Success
is more motivating than failure, although
both results can influence the dynamics of
human learning. The personalist factors
need to be considered here. What does suc-
cess and failure mean in terms of the image
of the learner of himself, and what are the
effects of achievement on social statuses?

6. Personalized instrinsic or internally
symbolized rewards and reinforcements are
preferable to external rewards, especially
when the latter are inappropriate to the
learner’s accepted values and personal frame
of reference. :

8. Tolerances for failures and fitting re-
actions to success need to be learned, and an
important element to control is the success-
failure ratiog, with successes greatly pre-
dominating over failures (perhaps 9 to 1).

7. The learner needs to set realistic goals
for himself and to define feasible levels of
achievement and performances.

8. The personal history of learners and
their established (learned) attitudes to-
wards teachers, peers, and others important-
ly and persistently influences what is
learned and at what rate.

9. Active participation and responses of
the right kind strengthern learning more
than passive attitudes. Active and passive
states should not be confused with covert
and overt responses.

10. Organized and meaningful materials
and tasks, those that are significant to the
individual, are favorable and have positive
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effects on complex learning.

11. Repetitive practice is necessary for

many kinds of learning, but the amount of
practice required varies with the tasks and
learning objectives or criteria.

12. Learning performances, when as-
sessed or evaluated as the performances oc-
cur, can be powerful sources of reinforce-

ment for the learner. This is in the area

of the cybernetics of learning.

13. Spaced or distributed practice and re-
call affect the retention of skills and infor-
mation.

14. Differentiations and diseriminations

are learned to those degrees that they are
functional and useful to the individual, and
that they are reinforced by the cultural con-
text.
16. The utility of learning may be in-
creased by stimulus materials and instruc-
tional situations which simulate or are simi-
lar to stimulus situations which will operate
on the learned performances.

16. Relevant previous learning, attitudes,
and “expectations” are close contingencies
to new learning.

17. In Gestalt terms, ground-figure dif-
ferentiations or discriminations, and the
needs to complete a composition or task, op-
erate positiveiy to sustain effortful learning.

These operational statements are simply
one set of possible guides for arranging con-
ditions for the acquisition of new concepts,
language (symbols), skills, attitudes, and
value norms. The statements are not closely
integrated ; they are drawn from the associ-
ationist, Gestalt, behavioristic, and condi-
tioning perspectives of psychology. Marked
revisions would occur were the statements

to be made expressive of and consistent

with “programming” doctrine.
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Programmed instruction

The eventual net residues of program-
ming prescriptions are likely to be the fol-
lowing:

1. The requirement to specific precisely
the performance results that are expected
and to validate these results constantly.

2. The application of procedures of rein-
forcing learning by providing information:
and “feedback” on successes, approxima-
tions, and failures or errors.

3. The use of “small” (or, better, opti-
mum) steps in organizing; the training pro-
cedures and of sequence the steps, units,
and blocks of training in orders which lead
to the required performances.

4. Programmed instruction will empha-
size the importance of the rate of present-
ing new steps and units of instructional
materials. Related to this is the need to
consider the ‘“concept load” of the instruec-
tion, the levels of difficulty of the materials
relative to previously learned performances.

5. Finally, programming procedures, will

provide for much needed * sting of achieve-

ment as learning progresses, and for the vali-
dation of instruction or learning.

We can predict that the contributions of
programmed instructional methods and
tecliniques will eventually merge into the
slowly growing body of knowledge about
learning, its characteristics and require-
ments of control and management.

The prescriptions of programmed learning
are not exhaustive; they do not describe all
of the necessary conditions for all the kinds
and levels of learning. Step and unit size,
pacing, the kind of responses related to
kinds of learning tasks, and kinds of rein-
forcement are all subareas that invite re-

~ search and additional interpretations.




Earlier, when programmed learning ap-
peared to be the great revolutionary dis-
covery that would solve many educational
problems, programmed materials and teach-
ing machines were confused. It was an odd
turn of history that the key publicists of
the programming movement were not pro-
fessionals in the media fields, Accordingly,
there was a burst of efforts to invent, make,
and sell teaching machines. The real func-
tions of teaching machines were less ana-
lyzed than the features relating to market-
ing and buyer appeals. When it was realized
that teaching machines functioned essen-
tially to control the presentation of stimu-
lus materials or “frames,” to provide for
pacing and sequencing, and to provide for
reinforcement, then existing media like
stripfilms with sound, loop films, sound mo-
tion pictures, audio and even video tapes
could be adapted for a great range of train-
ing casks employing some of the best fea-
tures of progremmed instruction. The bar-
rier to the development, a development
which involved the hybridization of pro-
grammed instruction and the “newer” me-
dia, was the assumed requirement that indi-
viduals learned best at their own rate. This
is like saying that an individual’s reading
speed is the best rate. When modification
of this requirement was shown to be accept-
able, two important consequences became
realizable. First, it was seen that pro-
grammed instruction could be used with
many types of the “newer” media. And sec-
ond, it was realized that large groups of
learners could be instructed by films, tapes,
radio, and television.?

Learning principles and operational
guidelines relate to the development, pro-
duction, testing and use of instructional-
learning materials and appropriate media.

These guidelines can be used in the same
ways that blueprints and building specifi-
cations are used in the building of a home.
The parallels between designing conditions
for learning and designing a home to live
in are close and suggestive.

Barriers to the uses of the “newer” media

Why have the “newer” media been so
little used by educators in the arts? This
is a good question for discussion, but shall
I suggest a few conditions that seem right
to me? The arts have enough media prob-
lems as presented by traditional or new ap-
proaches to the arts. Artists are always
striving for qualities that are often modi-
fied or reduced by many of the ‘“newer”
media. This deterioration of quality is often
very objectionable to the sensitive artists in
education. Most visual media have limita-
tions for presenting the works of arts and
performances in the full dimensions of
space. The apparatus of the media are of-
ten barriers to their use. With increasing
complications of media and media systems,
those who use them for instruction must
surrender much control to the engineers and
nonacademic media specialists. This loss of
control is especially objectionable to the cre-
ating artist or to the art student. In many
art media tactile and kinesthetic sensory
modes are brought to bear, and these sen-
sory modes are not included in the audio-
visual media. The problem of when distant
observations should be supplemented by
performance has not beer solved.

This list can best be extended by artists
and those who teach art. Finally, I suggest
that many of the objectives and blocks to
the use of the “newer” instructional media
result from the lack of intent or skills for
mastering the media, for molding and us-
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ing them for deserving instructional pur-
poses, and of using them successfully.

The great fault to be found in the selec-
tion, adaptation, and use of media in art
education is that we have not taken full ad-
vantages of all the possibilities. We have
not systematically assessed, for example,
how motion pictures or television could be
used advantageously to show students their
correct and incorrect performances; in more
technical terms, to provide “feedback” to the
learner. We have not made for use in edu-
cation encugh detailed, recorded models of
the performances of talented artists to pro-
vide the kinds of models from which stu-
dents can learn. Why, indeed, have we not
used the distributive media to raise the levels
of artistic literacy of millions of people in
this country or in the world? The poten-
tialities and possibilities of sound strip films
for making accessible the art treasures of
museums such as those we have here in
Washington remain largely to be exploited.
Extraordinary opportunities lie ahead, and
we need to find and take advantage of them.

A proposal

In conclusion, I propose that educators in
the arts establish a joint commission of art-
ist educators, learning psychologists (with
professional status in the media also), and
media specialists to plan and propose a spe-
cial national laboratory, dedicated to the
exploration and development of the “newer”
media for instruction and public education
in the arts.

This laboratory may follow a small model
of such a facility that was developed at The
Pennsylvania State University during the
early years of this decade. The purpose of
the proposed National Art Education and
Media Laboratory would be to conduct re-
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search and development programs on realis-
tic problems of the producing and testing of
significant blocks of instruction for students
at all levels and the public. The empirical
methods that have been demonstrated should
be employed-generally in the Laborzatory, or
perhaps artists would prefer to use the term
‘research studio.’ In the research studio a
wide spectrum of research on studen:s’
learning of varied concepts and diverse
skills of an art area would be beautifully com-
bined with actual course-curriculum devel-
opment and the production of public pro-
grams especially for television. This course
of action provides a reasonable and prodnec-
tive alternative to the conventional commit-
tee-conference-discussion procedures for
planning courses of instruction and curric-
ulums. Given funds that are now available,
the proposal for a national studio laboratory
is practical and has proven potentials for
providing evidence and useful materials
which will answer many of the questions
that this conference can raise, but probably
cannot answer at this time because of the
need for more evidence.
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RESEARCH IN INSTRUCTIONAL MEDIA AND ART EDUCATION

William H. Allen, University of Southern California

The questions that come to mind immediate-
ly when we consider the application of re-
search in the instructional media to the en-
gagement in the process of artistic creation
or the teaching of this process are: “What
are the objectives of art education”? and
“What, if anything, is umnique about art
education as distinguished from other kinds
of learning experiences?”

The message from art education literature
reveals that the particular set with which
the art educator approaches his task is bas-
ically expressive and emotional; that is,
it is anti-mechanical. Thus, there is a built-
in obstacle to the acceptance and applica-
tion of audio-visual media research, for the
artist’s perception of machine-mediated in-
structional materials is that they somehow
dehumanize and mechanize the learning—
or, in the case of art, the creative process.
It is true that there are some potentially
dehumanizing overtones to the entire tech-
nological direction of our society; yet, if we
include the process of educating in our soci-
ety, the automatization of much of teaching
is a predictable conclusion.

The general problem we are directing our-
selves to is that of searching for ways to
optimize the teaching of art. The more
specific intent of the paper is the determi-
nation of applications of audio-visual media
research to art education. By “audio-visual
media research” we mean the systematic
study of such materials and devices as motion
picture films, filmstrips and slides, projected
transparencies, television, programmed in-
struction and teaching machines, textbook
illustrations, exhibits, simulators, multi-me-
dia presentations, and computer-assisted in-
struction. This paper will consider the appli-
cation of such research to the responses

learners make to instructional materials,

confining itself to the evidence from the
research rather than reporting on the over-
all field of application of audio-visual media
to the teaching of art.

Instructional media research
and the art educator

How do learners respond to audio-visual
media? Do these responses differ according
to the characteristics of the materials used?
Do they differ according to the individual
characteristics of th2 learners? Are the gen-
eralizations from the research applicable to
education in art? The art educator seeks an-
swers ‘0 these questions when he prepares
himseif for the most efficacious use of in-
structional media.

Learner responses to instructional media

The main conclusions from research on
the application of instructional media is that
learners respond to them in a positive way
and that such materials may, depending
upon the conditions of use and the nature of
the learning task, in fact enhance learning.
However, there is nothing magic about the
film or television or the teaching machine in
general. No mode of instructional presenta-
tion has general superiority over the others
—only an advantage, if any, as it resuits
from the specific requirements of all aspects
of the learning situation: the educational
objective being served, the content being
taught, the nature of the learner, the task
being performed, the affective conditions
prevailing at the time.

The supportable facts regarding research

on comparisons of the different techniques .

of instruction show that the instructional
media are effective in presenting factual in-
formation or in the actual presentation of
stimulus material to be learned (1), and
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the art educator can use the audio-visual
media with confidence. In fact, you have
been prodigious users of the projected slide
for juat this purpose. There is also evidence
that the motion picture film particularly is
an effective medium for the presenting of
models for emulation where motor skill
learning is involved (1). Television has
been an efficient carrier of instruction to
widely dispersed groups and individuals
without apparent loss of instructiona] effec-
tiveness, but there is no evidence that tele-
vised instruction results in increased learn-
ing (4,17). Programmed instruction, also,
promises to become a potent teaching in-
strument when it breaks the shackles of its
present somewhat sterile form and applies
its sound psychological principles to the
modification of other instructional media.

The evidence is, therefore, clear. The in-
structional media are effective, even neces-
sary, teaching instruments, Their applica-
tion can extend over the range of art teach-
ing objectives. And they may be used under
certain conditions to vitalize instruction.
But what are these conditions? And what
are the specific instructional media indi-
cated by them?

Characteristics of the instructional media

The key to the selection of the appropri-
ate instructional media to use in any par-
ticular teaching situation is the relative ef-
fectiveness of that medium in accomplishing
the desired educational objective. In other
words, given a specific instructional goal,
what is the best means of reaching it? In.
terestingly enough, in education there is
little experimental evidence to point the way
for the making of these instructional deci-
sions. This is true at every level of teaching
and in every subject matter area. It is true
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in the teaching of art, and it is true in the
application of audio-visual instructional
media to the teaching process. Gagne and
Bolles observed, “relatively little of a sys-
tematic nature is known about how to pro-
mote eflicient learning in practical situa-
tions” (9). And Gage stated that “the lim-
ited usefulness of learning theory in educa-
tion has long bheen acknowledged” (6).
This does not mean, of course, that we know
nothing about selecting appropriate media
for instruction in specific tasks. It is
just that this knowledge has not been sys-
tematically organized into a useable set of
operational procedures that might be ap-
plied to the teaching of art.

Over the entire range of art teaching you
have, at C.¥erent times, a variety of educa-
tional objectives. We will not argue the
relative merits of the objectives in this pa-
per, for this is your responsibility as art
educators, and your literature is filled with
discussions of this problem. Our task here is
to relate the audio-visual instructional med-
ia to the accomplishment of these various
objectives. This is a difficult task and has
never been systematically applied to instruc-
tionz]l media selection for art education. So
the following attempt must be treated as
very tentative at this time. It is presented
here in the hope that art teachers will draw
from it suggestions for instructional media
implementation and not as a fully devel-
oped guideline to be arbitrarily applied to
the selection of instructional materials. In
Table 1 a very rough and preliminary rat-
ing is given for the effectiveness of different
instructional media types when used to ac-
complish gix different learning objectives.
It is suggested that this evaluative grid be
used jointly with the following explanation
of the media-objectives relationships, Those
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teachers who want to obtain a more com-
prehensive background in the determination
of learning objectives and their relationships
to instructional teckniques are referred to
the writing of Gagne (7,8) and Mager (19).

1. Learning factual information. This
information such as names, dates, evente,
terms, definitions, etc., all of which have
concrete referents. In the teaching of art
these might include such tasks as learning
the facts of art history, terminology, or
facts about art media.

An abundance of audio-visual media re-
search points to the effectiveness of films,
filmatrips, television, and programmed in-
struction in meeting this educational objec-
tive (1). Unfortunately, however, although
the research indicates that these audio-visual
materials are effective, it does not tell us
specifically what types of audio-visual me-
dia are indicated under what kinds of teach-
ing conditions. That is, we have no evidence
that would help us choose from a variety of
materials that particular instructional me-
dium that would be most effective. At this
stage of our knowledge, one might conclude
that the use of films, projected still pictures,
television, and programmed instruction in
the presentation of factual information adds
little to student learning, and they are
probably no more effective than such con-
ventional types as print and oral presenta-
tion. On the other hand, films and projected
still pictures do contribute greatly to the
interest level of learners and provide a use-
ful variety in the teaching. It should be
pointed out that television is a carrier of in-
formation to the learner and probably pos-
sesses no particular characteristic that would
make it more effective than any other in-
structional medium in teaching factual in-

formation. The characteristics of the tele-
vision image are identical to that of sound
motion picture image, but with significant
degradation in picture quality. The educa-
tional differences between the sound motion
picture and television are those related to
the method of image display, the control
that can be exercised by the teacher in using
them, and the system of distribution of the
images. From the standpoint of the teach-
ing function, they appear to be the same.
(However, Marshall McLuhan (20) would
disagree, claiming that television is a differ-
ent medium with different instructional
characteristics just because of such fea-
tures as degraded image and difference in
display.) Research with programmed in-
struction (22, 23) indicates that factual in-
formation may be efficiently taught with
teaching machines or programmed textbooks,
but not necessarily more so than with other
instructional methods. The use of three-
dimensional objects or demonstrations prob-
ably is of little instructional value in the
learning of facts as such.

2. Learning visual identification. This
learning task will involve the use of visual
cues to discriminate one element from an-
other and will require the identification and
naming of objects, words, or symbols. This
type of task is one of the most common per-
formed by human beings. In the teaching
of art it might include such tasks as identi-
fying shapes and forms, learning the char-
acteristics of different art forms, recogniz-
ing works of art, “seeing” the various visual
aspects of the environment, or discriminat-
ing among different shades and tones of
colors. It would be expected that this learn-
ing objective would play a significant role
in art education.

It has been shown that in instructional
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situations where the initial presentation
stimulus is similar to the performance or be-
havior in the final task to be learned, high
positive transfer will occur (2,9,12,16,21).
It is to be expected that such a condition
would prevail in the learning of visual dis-
criminations in art education. This means
that the stimulus representations of the as-
sociations to be learned should be made as
much like the stimuli in the performance or
behavior in the final task as possible. It is
apparent that conventional printed or lec-
tured verbal stimuli have only symbolic sim-
ilarity to visual identification learning tasks
and would not be expected to transfer op-
timally to the final task situation. On the
other hand, high amounts of positive trans-
fer may be expected from pictured repre-
sentations (such as films, slides, flat pic-
tures) of simulus objects where the final
task performance requires erucial knowledge
of these objects (10). The purpose of visuals
of this kind is to practice, in the learning
situation; the response needed in the per-
formance situation. Gropper has called
these “criterion visuals” because the “use
of visual presentations appears to be desir-
able in those subject matters in which visual-
ly perceived physical objects and events are
integral parts of the criterion situation”
(18). That is, the learner should be able to
obgerve, describe, interpret, or reconstruct
the precise content presented in the instruec-
tion.

It would appear, then, that audio-visual
instructional media that closely represent
the physicel characteristics of this material
being taught should be effective in the teach-
in of visual discriminations. Those instruc-
tional media particularly high in this quali-
ty are sound motion picture films, filmstrips,
slides, photographic illustrations, and three-
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dimensional objects. Interestingly enough,
however, little audio-visual media research
has looked specifically at this problem. Rath-
er, the research has tested the effects of
stimulus materials that have mixed objec-
tives; thus, it is not possible to determine
the specific relationships of the instructional
media used to accomplish a specific objec-
tive. The best we can do at this point is to
say that the theory strongly indicates that
instructional media of a representational na-
ture would be highly effective in the teach-
ing of visual identifications.

3. Learning principles, concepts and
rules. This task involves the learning and
understanding of relationships among things
or events, the meaning of rules, or the prin-
ciples pertaining to the functioning of dif-
ferent kinds of operations. In the teaching
of art, this objective would be associated
with learning of principles governing color
or the understanding of the concepts under-
lying the various schools of art.

There is little experimental research with
projected materials or television learning on
this particular objective. However, a recent
study by Gropper (14) used the programmed
instruction mode to study the learning of
science concepts and principles on the basis
of either visual (pictorial) or verbal (print)
presentation alone. Gropper found that
when a totally visual (pictorial) presenta-
tion of the concept to be learned preceded
a verbal (print) presentation of the same
concept, the learning was significantly great-
er and tock significantly less learning time
than when the verbal presentation preceded
the visual one. The importance of this
study, for our purposes here, are twofold.
First, it represents a systematic attempt to
develop a strategy of instructional media




use by manipulating certain variables and
controlling others to arrive at a generaliz-
able conclusion. Second, it presents some very
convincing evidence in support of the effec-
tiveness of visual (pictorial) presentations.

4. Learning procedures. This task in-
volves learning to carry out & segience of
acts or operations in the proper order. In
the teaching of art, these might be the learn-
ing of the procedure for the making of a silk
screen print or the procedure to follow in
preparing art media for use. Because of the
fairly simple nature of the order of most
art procedures, this learning objective may
niot be as important as the others. There
is no recognizable audic-visual research re-
lating directly to this problem, but it might
be expected that sound motion pictures, tele-
vised instruction, programmed instruction,
and demonstrations would be the education-
al media most apt to enhance such learning.

6. Performing skilled perceptual-motor
acts. This task involves the use of simple
and complex perceptual-motor skills for per-
forming a manipulation task. In the teach-
ing of art, this might entail the learning of
proper manipulative techniques with art me-
dia such as the handling of tools, watercolor
washes, etc.

There is little doubt about the effective-
ness of films in teaching perceptual-motor
skills, particularly when students are given
opportunities for active participation dur-
ing the presentation process (1,15,18). Stud-
ies using the repetitive 8mm film-loop for
skill training have demonstrated the efficacy
of this promising instructional techmique
(24). For the art teacher who wishes to
develop specific perceptual-motor skills and
to give students an exemplary model to
follow, there would appear to be a sound re-

search base for the employment of motion
picture films, particularly if they are used
creatively (stopping for practice, repeating,
etc.) rather than merely as one-way onme-
time communication media. If the teacher
will use the repetitive 8mm film-loop and
build in opportunity for student participa-
tion, skills learning will probably be greatly
enhanced.

Making proper use of instructional
media in teaching

In the previous section and in Table 1
some rough guidelines were presented as
aids to the proper gelection of instructional
media under different conditions of learn-
ing. It is suggested that the following step-
by-step procedure be used in order to make
the most éffective application of instruction-
al media to art teaching:

1. State the exact behavior to be expected
of the learner. In other words, as a result
of your teaching of a specific lesson or sub-
lesson, precisely what will the student be
expected to learn or what skill to perform?
This should be stated in very specific be-
havioral terms (8,19).

2. Identify the type of learning objective
being met by the instruction. Descriptions of
types as they relate to art education are pre-
sented in the preceding section. These types
are also the column listings in Table 1.

8. Write down the particular “instruction-
al event” that will occur (such as, “Intro-
duce the art materials for silk screen print-
ing” or “Demonstrate the procedure for silk
screen printing”). From Table 1 select the
appropriate instructional media options
(such as ‘“demonstration procedure” or
“film of procedure”).
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4. Determine availability of the instruc-
tional media to meet the educational objec-
tive (from school materials, audio-visual
catalogs, personal resources, etc.).

6. Arrange for preparation of unavail-
able instructional media.

The preceding five steps may appear to be
unnecessarily detailed, and the art teacher,
of course, will not be able to follow them for
every lesson. They were presented, how-
ever, in the belief that if the teacher has a
clear conception of his objectives and the
behavior expected from his students, he will
be able to make more intelligent media se-
lections. This method substitutes a proce-
dure that uses ’ easoned choice based on some
set of standards for a procedure that oper-
ates merely on the basis of what materials
are available. As a result, the quality of
instruction should be improved.

Relationship to learner characteristics

Some time ago C. R. Carpenter (3) ex-
pressed the opinion that the effects of film
instruction, within certain limits, depend
more upon the characteristics of the per-
ceivers, individuals, and audiences than
upon the elemental variables within the
films themselves. That such is the case has
not been studied experimentally, but it is
clear that there is some interaction between
~the characteristics of learners and the in-
structional media used. Just what these in-
terrelationships are has not been investigated
although recent studies are seeking answers.

Gropper (14) has just reported that stu-
dents of below average IQ receiving instruc-
tion in programmed textbooks vn science con-
cepts learned more easily by means of dis-
crimination practice based on visual (pic-
torial) stimulus and visual (pictorial) re-
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sponse options than by means of verbal
(printed) stimulus and response material.
He suggests that below average students
can respond to visual examples better than
verbal examples because they have had
considerable prior experience in responding
to the concrete attributes of physical ob-
jects and events; it is a relatively easy task
for them. Recent interest by art educators
in a so-called “visual ability” in learners
raises the question of the relationship of
this special aptitude to learning from visual
materials. The evidence is inconclusive at
this time although several investigators are
studying the prchblem. Dawson (5), in a
study of figure/ground graphic configura-
tions, found that students with high “figural
ability” scores on the Guilford-Zimmerman
Aptitude Survey recognized significantly
more correct configurations than those with
low “figural ability” scores. Gagne and Grop-
per (11), on the other hand, failed to reveal
any sigrificant relationships between visual
aptitudes and a person’s capacity to profit
from visual presentation.

General conclusions

The overriding conclusion that emerges
from an objective assessment of the sudio-
visual instructional media field is this: mo-
tion picture films, filmstrips, pictorial illus-
trations, programmed instructional tech-
niques, etc., are obviously highly useful in
instruction under certain conditions. All
art teachers have had experience with their
use; and this experience, based on impres-
sions or even on the impact such materials
make on students, has added up to a gener-
alized belief that these audio-visual instruc-
tional media have value in teaching. The
problem, however, is that when we look to
the research literature for evidence on the




particular effectiveness of specific kinds of
media, we find that such precise verifying
evidence is lacking. To be sure, numerous
evaluative studies demonstrate the effective-
ness of these materials in general. But we
just do mot know the specific conditions
under which audio-visual media are most
effective.

It was the intent of this paper to point
up some of these problems, to present a pre-
liminary kind of taxonomy that might as-
sist the art teacher in determining his in-
structional objectives, and to point out some
of the areas in which audio-visual instruc-
tional media might be useful in art teaching.
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TABLE 1. Instructional Media Stimulus Relationships to Learning Objectives.

LEARNING OBJECTIVES:

i Lon, o, Peeat S B
{fﬁgﬁ"%{-ﬁoﬁ‘“‘ cations and Rules Motor Acts Jg‘i’:%l o:'
Still Pictures Medium HIGH Mediam Medium low low
Motion Pictures Medium HIGH HIGH HIGH Medium Medium
Television Medium Medium HIGH Medium low Medium
8-D Objects low HIGH low low low low i
Audio Recordings Medium  low low Medium  low Medium
Tnsmnetimed Medium Medium Medium HIGH low Medium
Demonstration low Medium  low HIGH Medium  Medium
Printed Textbooks Medium low Medium Medium low Medium
Oral Presentation Medium low Medium low Medium
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TABLE 2. Equipment/Media Relationships and Considerations.

Materials Availability
Production of Facilities

Instrument Media Used Considerations and Equipment Equipment Cost

1. Filmstrip 856mm filmstrips Inexpensive. Usually available, low
or slide or 2x2 slides May be done locally Requires darkened
projector . in short time. room,

2. Overhead Still pictures Very inexpensive, Available. May low
transparency and graphic May be done locally be projected in
projector representations in short time. ligﬁt room.

3. Wall charts Still pictures Very inexpensive. Availgble. No very
or posters May be done locally special m low

in very short time. ment n .

4. Motion pic- 16mm motion Specialﬁ;lnnodueed. Usually avail- moderate
tures (pro- picture Sound is costly able. uires
jection to (sound or and requires 6-12 darkened
groups) gilent) months time. classroom.

5. Motion pic- 8mm motion Special production Not no avail- low per
ture pro- picture film normally necessary. able. Will need to unit, but
jection as (silent) May be produced as be specially pro- moderate for
repetitive 16mm fiim alone or cured to meet re- groups
loops (8mm locally st low cost: irement of instruec-
silent) to and in short time. tional program.
individuals ~

6. Magnetic L% ” magnetic Easy and inexpensive. Available low
tap'gnre- tape U:,uz]lly produced
corder locally.

7. Record 3344, 46 Need special recordi Usuel low
player or 78 rpm facilities. Ususll ne availallﬁe

disk recordings commercially e,

8. Di 3-D models May vary in complexity Available varies

lm.ap ay an in%enlty ol} v from low
production. Component to high
parts easy to obtain.

9. Television Live presen- Nomullg mt‘mm Not normally moderate

closed- tations. Motion large and skilled available to high
eircuit) g;cture film, production staff.
ideotape
recordings.
Still pictures.

10. Teachi Programmed Some programs avail- Not normslly low per unit,
mwhinnes & material able cgmmemialﬂlﬂy. available but moderate
prommnwd But will normally be for groups
textbooks specially prepared

for course.

11. System Television. Complex. Probably will Not normally moderate
combing- Motion pic- be done locally to available to high
tions tures. Still meet specific re-

pictures. Audio quirements.
recordings.
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INSTRUCTIONAL MEDIA AND ART EDUCATION: A PR OSPECTUS
OF OPPORTUNITIES AND RECIPROCAL CONCERNS

Kenneth Norberg, Sacramento State College

Many educators, teachers, and laymen have
doubts and misgivings about the growing
use of machines and “gadgets” in the
schools, particularly those that entail the
capability of recording and/or amplitying
the distribution of instructional presenta-
tions (as in the case of television), and
those that “automate” instructional func-
tions (as in the case of programmed instruc-
tion, electronic classrooms, and the like).
Among the most explicit critics of tech-
nological developments have been such re-
presentatives of the literary community as
Joseph Wood Krutch, and certain staunch
defenders of the more traditional academic
practices who fear that new media may
“water down” content, or interfere with the
development of reading skilis. Another
common concerx: is the fear that machines
may “dehumanize” education. Less fre-
quently expressed, but no doubt present is
also the uneasiress on the part of teachers
who sense that the changing patterns of in-
struction may constitute a very real threat
to the privacy of their classrooms, and to
their autonomy as individual teachers.

Several years ago, James Finn suggested
a connection between the critics of recent
technology in education and the liter-
ary intellectuals” who constitute the anti-
scientific anti-technological culture of C. P.
Snow’s analysis: “The Two Cultures and
the Scientific Revolution” (11). If there is
indeed a fundamental cleft between the lit-
erary-humane and scientific-technological
segments of modern culture, and if this
separation permeates education, how does
this involve art education and its use of
newer media of communication? Is the
technical aspect of change in contemporary
education considered destructive or inimical
to the arts? There are some who feel this

is so, and possibly not only those who teach
the humanities but all men of this age are
to some extent ambivalent on this question.
Bruno Bettelheim has pointed out that mod-
ern man, when haunted, is not haunted by
other men, but by machines (4). Add to
this 20th century psychological syndrome
Lanier’s observation that art education does
not present a tidy, systematic and well-de-
fined body of subject-matter, that it is con-
cerned not only with cognitive but also
with attitudinal and qualitive ends'—add
these facts, and the application of instruc-
tional technology, with its emphasis upon
quantitative distribution of information, ex-
act specification of instructional objectives,
and precise measurement of outcomes, pre-
sents at least some questionable aspects.

If a part of contemporary man is hesi-
tant, defensive, and skeptical toward the
coniinued advance of technology, there is
another part that faces the hard fact that
it is there, inextricably woven into our lives,
that there is no way to deal with the pres-
ent, nor to face the future, without it. In
its largest aspect, the problem is simply to
carry through and extend the benefits of the
scientific revolution to the underdevelcped
areas of the globe. As Snow puts it, “There
is no excuse for Western man not to know
this. And not to know this is the one way
out through the three menaces that stand
in our way—H-bomb war, overpopulation,
the gap between the rich and the poor. This
is one of the situations where the worst
crime is innocence” (84, p. 48). Not every-
one agrees with Snow, but no one should
ignore his argument. What he is saying in
effect is that we can’t hsve a world that
continues split in two parts: ome enjoy-
ing the benefits of modern science, the
other held in a state of deprivation and en-




slavement to the brute demands of physi-
cal survival because it is still living in the
past. If this is & viable argument for world
civilization as a whole, why does it not also
apply internally to the various institutions
or other elements of s particular culture?
Of all activities in our society, education
should demonstrate the most advanced use
of science and technology in the discharge of
its own functions. We can't turn back the
technological clock as the Erewhonians did
in Samuel Butler’s novel. But we can
strive to “humanize the machine,” as Lewis
Mumford insists we must if man is to sur-
vive. And if this goal is truly important,
what better place to demonstrate how it
might be realized than in education? It is
becoming increasingly apparent that edu-
cation is still trailing far behind the tech-
nological potential of our time (7). What
is perhaps less obvious is that education of-
fers a proving ground where, if anywhere,
man can test his ability to enhance human
living through technology without letting
the development of the means become an
end (and thereby, a dehumanizing force)
in its own right.

Could a relstionship of mutual under-
standing and reciprocal “trading off” of
values benefit both art education and the
use of modern technology in education?
With such an end in view, what might art
and the artist-teacher do to improve educa-
tional media and promote their wider and
better use? This will be the subject of a
later section of this paper, but first we need
to view the problem in its cultural context.

Art and technology

What does the artist or the artist-educa-
tor see when he looks toward technology
in society and in education? Beck (8)

has noted a broad spectrum of points of
view which divides, roughly, into two bands.
On the one hand are the artists, philoso-
phers, critics, and others who believe that we
live in a “waist-high” (15) culture in which
a combination of political, economic, and
technelogical factors tend to proliferate and
diffuse art, and to degrade it at the same
time (8, p.3ff). We live in & “kitsch” cul-
ture of slick commercial art, television com-
mercials and comic books. One observer
makes the comment that technology inevitably
makes & commodity of art and thus cheapens
it (6). Another finds that “there is a blend-
ing of technics, commerce, and art that
blurs distinctions between good and bad
art” (20, p. 16). Machine production offers
exciting opportunities to the designer, but
in the final analysis he is thwarted because
“he is relatively insignificant in the over-
all picture—"" and “—he is not able to have
that final and necessarily unequivoenl word
in his own area” (20, p. 22). Moreover,
‘“even when good design is a deliberately
planned feature of a mass-produced arti-
¢'.. the countless repetitions of its shape de-
teut the aesthetic purpose” (20, p. 28).
Beauty palls when it is seen in ‘“endless re-
iteration.” Thus, it would appear that there
is & kind of unavoidable, built-in, conflict
between technology and art, truly and “in-
evitable” war between creative art and the
taste of a mass culture, The view is funda-
mentally pessimistic because the conflict
and the “war” are considered to be un-
avoidable and irremediable. Because these
are the hard “facts,” the modern artist is
forced to guard his integrity by some sort
of voluntary separation from society and
the body politic (20, p. 26fF.). This estrange-
ment, this “lingering spiritual isolation” of
the artist has educational implications
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which will be discussed later.

Although pessimism is the predominant
attitude among artists and critics, Beck re-
minds us that there is also a substantial
body of opinion which leans toward the po-
sition that possibly the conflict of art and
mass culture may not be so unresolvable
after all (3). Some belicve standards of
taste can be improved. Mass communica-
tion has enlarged the audience of fine art.
Not only is the modern artist challenged to
give creative expression to the technologi-
cal character of his time; there are those
who would perhaps agree with the comment
that, “The beginning of wisdom seems to
lie in the perceptive resolution to accept, to
understand, and to make use of the tech-
nology of the machine for the enjoyments
of art creation and appreciation” (3, pp.
5-6). The full implications—the logical con-
clusion—of such a rapprochement were per-
haps best expressed by the Bauhaus group
who insisted that the distinctions betwcen
the fine and the applied arts were artificial,
that technology and aesthetics could and
should be joined in a society where the funec-
tipnal application of art and design would
enhance the quality of living for all.

Obviously, the two broad positions just
outlined have important implications for ed-
ucation, and for the more specific question:
what do artists and art educators see when
they look toward the newer educational me-
dia? Both the pessimistic and the optimistic
points of view are represented in Kaufman’s
recent and penctrating analysis, “Art and Ed-
ucation in Contemporary Culture,” ex-
cerpts of which appear in the 1965 “Report
of the Comission on Art Education” (20).
Art education has a responsibility “to as-
sess the inherently evocative aspects and the
comparative worth of the environment,” in

a larger sense, to attempt to bring an en-
vironment of greater worth and beauty into
being (20, p. 26). Educators, says Kauf-
man, should be mindful of Lewis Mumford’s
insight into the dichotomy of “those things
of meaning with no use, and things of use
with no other meaning” (20, p. 26). But,
at the same time, the art educator must re-
member that, “Socially, as well as spiritually,
the common American metier is indifferent
or hostile to art” (20, p. 25). We live in a
predominately visual culture, because tech-
nology and the resulting complexities of
modern living require a mor'e of communica-
tion which can efficiently “integrate man
into the gears and energies of the machine”
(20, p. 16). But the visual opportunities
and requirements of technology should not
be confused with the concerns of fine art,
per se. The two visual approaches appear
to be essentially irreconcilable. Any attempt
to combine them, though laudable in a demo-
cratic setting, “simply neglects too many
facets of art” (20, p. 33). To lump fine art
together with commercial and industrial art
tends to blur qualitative distinctions, to ne-
glect the “fundamental and uncorrupted
qualities of art” {20, p. 38).

Kaufman’s charge to art education is
clear. It is also ambivalent, and the am-
bivalence is there because it is in the cul-
ture. Art education has the responsibility to
try to produce a culture of greater integrity
and worth, but it also has a prior responsi-
bility to “look to the vital core of art, to the
onguing yet changing traditions of crea-
tive search” which are most often found in
“fine art” (20, p. 84). To the extent that
cultural enhancement seeme to imply wider
participation in functions not directly re-
lated to fine art, the artist and the art edu-
cator appear to be caught in a bind. Torn
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between two conflicting claims, the prior
one requires the artist-educator to behave
in such a way as to perpetuate the bind, not
to relieve it. Does this mean that the volun-
tary withdrawal of the artist—his aliena-
tion from a culture that can only prostitute
his work—extends to the artist-educator
too? At any rate, this is the ambivalence—
the dilemma—so vividly exposed in Kauf-
man’s analysis.

Education in the new age of the visible

Never before has the world been made so
visable. Man has always been a great “look-
er” but never has he spent so much time just
looking as he does now. Instead of a sketch
pad, modern man has his camera; instead of
a book he has his television set. This is
probably not quite accurate, because many
who have television wouldn’t have been
readers in the past. But there is enough
truth, here, to prompt the observation that
we live in a period of “retreat from the
word” (85). Despite the fact that more
books are printed and sold than ever before,
there seems to a growing number of observers
who note, and frequently regret, that we
live in what McLuhan has called a “post-
lingual” age (28). Is it really that? In this
writer’'s opinion, McLuhan’s statement is
provocative but typically extravagant. The
word is far from dead, despite Steiner (85),
McLuhan (28), and others who write so
many words explaining why words no long-
er really matter. What is more to the issue
is that we are living in a “new age of the
vigible’’ (87). The point is not that words
no longer matter, but that the visual image
does. The whole world of nature, the cur-

rent human scene, and the cultural resources
both past and present have become increas-
ingly visible to the common man, through
the mass inicdia and through modern tech-
niques of repre<uction.

The revolution now taking place in educa-
tional technique is not merely one of tech-
nology, it is also a revolution in basic modes
of communication. The recent burgeoning
of programmed instruction, among other
things, has tended to obscure, somewhat, the
‘“visuai” aspect of what we used to call “au-
dio-visual” education, but the increasingly
‘“visual” character of current instructional
processes, as well as communication in the

- total society, is sfill a matter of primary

importance and concern.

Isn’t it possible that the educational me-
dia, specialist and the artist-educator-teach-
er have a common stake in ‘“the new age of
the visible?” It is interesting that both of
these fields are conscious of critical transi-
tion, that both are seeking a clearer defini-
tion of their respective identities and roles
in modern education. For the past several
years the Department of Audiovisual
Instruction has been engaged in an effort
better to define, possibly even to rename its
field of professional endeavor. Art educa-
tors, I am told, “are deeply conscious of the
pressing need to change both the conceptual
bases and the contents of curricula on all
levels.”! Perhaps both areas could gain
some added degree of insight into their re-
spective identities by looking more intently
toward each other. This paper has already
indicated some of the problems perceived by
the artist-educator when he looks toward
technology in the larger, cultural frame-
work. But what is the prospect when he
confronts the newer educational media, per
se? Aside from the obvious advantages
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afforded by improved “linkage” between art
classrooms and the store of communication
generally, 1 propose that the artist-educa-
tor, the teacher, and the media specialist are
confronted by a series of challenging ques-
tions, something like the following:

Could artist-educators and art teachers
help to develop a better understanding of
visual communication (of content other
than the art form itself) and the skills it
requires? Modern art education is interest-
ed in creative expression and in art appreci-
ation. Discussions of curricular objectives
also mention “visual literacy,” which involves
acquaintance with contemporary “symbol
systems,” (24) also rather subtle abilities
which involve “insight into the poetic and
imaginative aspects of human experience,”
and “recognition of the potency of visual
form and structure in all avenues of every-
day life” (2, p. 70). Does ‘“‘visual literacy”
require that the learner become visually
“articulate” in some degree? I'm not quite
sure how an artist or art teacher would re-
spond to that question, but it is interesting
that most educators and patrons of Ameri-
can schools do not seem to place much value
upon the simple (?) skill of drawing. In an
essay on this matter, Fleming suggests that
our society does not have a high regard for
pictures as a reliable means of purposeful
communication, nor as mediators of signifi-
cant intellectual content (12, p. 228). We
go to great lengths to make sure that every-
one can read and write, but the fact that
most Americans are pictorially inarticulace
is taken for granted. Unfortunately, the
contemporary “image” of pictorial communi-
cation seems to center upon such forms as
the stereotype TV commercial, the comic
book, the cliches that appeal to the lowest
common denominator of taste in advert’ .ug
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and mass entertainment. These symbols of
mediocrity and intellectual poverty spring
to mind much more readily than the fine
work of highly skilled artists who have con-
tributed so much to the recording and dis-
semination of scientific and other useful in-
formation since the time of Leonardo’s ana-
tomical drawings, and far beyond that, back
into the earliest dawn of human civilization.

The popular reaction to “purposeful” pic-
torial communication is certainly not unre-
ceptive. The public today, as I imagine was
always the case, reacts with spontaneous in-
terest and delight to the felicitous drawing
or painting of a natural object or event, par-
ticularly when the subject matter is of high
intrinsic interest. Good photographic illus-
trations are similarly received. But the ac-
ceptance of graphic communication is ambiv-
alent, and often tinged with an element of
intellectual condcacension, perticularly in
the case of the more highly educated. The
picture is supposed to represent a pleasing,
but also an easy and superficial approach to
learning. Krutch has expressed this atti-
tude: “Are what our school! principals
call ‘audio-visual aids’ usually anything
more than concessions to the pupil’s unwil-
lingness to make that effort of attention
necessary to read a text or listen to a teach-
er’s exposition?” (22, p. 134).

Even in the new age of the visible, there
is still a strong tendency to think of pic-
tures merely as pleasing but intellectually
inferior substitutes for words, and not as a
distinet and complementary mode of com-
munication with & unique intellectual and
emotional power in its own right.

Contemporary man has accentuated the
distinction between fine art and useful art;
at the same time he has widened the gap
between the artist and the ordinary man—to




the point that the artist frequently feels that
he is alienated from the culture, and the
ordinary man, in return, sometimes feels
that the artist is strange, or “way out.”
Could it be that the graphic inarticulateness
of the common American is a sign of this
separation of art and ordinary experience,
that the current low evaluation of pictorial
communication in this culture is also some-
how related to the separation of art from
every-day, “practical” functions and con-
cerns? Some artists say that to draw, one
must first be able to see. In order to under-
stand and appreciate pictorial commun-
ication perhaps one must know what it
means to see—whether the object of per-
ception is merely the subject, as in ordinary
pictorial communication, or the subject and
the seer, as in thie case of what we ordinarily
call “fine art.”

The difference between the two kinds of
seeing and the two kinds of art is not a
trivial one, but- it is also probably not abso-
lute, rather a matter of degree. John Dewey
once said that the only fundamental distine-
tion in art is between good art and bad ait,
not between the fine and the useful. The
greatest works of art are found in “fine art.”
But the prevailing public attitude that fine
art is about all there is to art tends to en-
capsulate the creative work of the artist in a
kind of ethereal shrine which lends a feeling
of mystery and unreality, sometimes a lack
of serious intellectual purpose and per-
tinence, to the whole artistic enterprise. The
other side of the coin is that matters of
practical and intellectual import are not
considered to be a proper subject for the
artist, or else the subject matter is not con-
sidered to lend itself to pictorial treatment
without diluting or compromising its intel-
lectual value. If the supposed dichotomy be-

tween fine art and graphic communication
were not considered to be so final, so abso-
lute, possibly it would be easier to see the
intellectual dimension of fine art and its
place in every-day living, as well as the
aesthetic dimension and the validity of
graphic communication in matters of prac-
tical and intellectual coixcern. This is not to
suggest that all pictorial communication is
just like fine art, nor vice versa, but only
that the purposeful communication of infor-
mation and ideas by means of pictorial or
other iconic signs has a potential for crea-
tive expression which lends itself to artistic
as well as scientific analysis of the nature of
the picture and its function. There is no
such thing as a picture that merely repre-
sents the object, just as there is no such
thing as a work of fine art that merely repre-
sents the artist. Somewhere along the con-
tinuum between fine art and representative
pictorial communication there must be a
meeting point, a common ground of interest
for the artist-educator-teacher and the me-
dia specialist. This common ground has
something to do with the nature of the pic-
ture, or iconic sign, in its representative,
communicative capacity—a matter that will
be considered, briefly, next.

Could art educators and artist teachers
work with media specialists to help develop
o better understanding of the relationship
between the eye and the mind? Thus far,
there is no adequate theory, certainly no
science of audio-visual instruction, and one
of the principal reasons for this is the lack
of a theory of visual-pictorial signs and their
function in communication. However, this
lack has become conspicuously evident, and
we are now in a period of accelerating
growth of interest in the problem. Buil(ing
upon a broad foundation of audio-visual re-
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search dealiug mainly with media, their
characteristics, and their effects under vary.
ing conditions of use, a series of recent ef-
forts have been more closely focused upon
pictorial signs, as such. Some of the recent,
and not quite so recent, research and theo-
retical monographs have drawn upon sources
in the psychology of learning (29, 16), psy-
cholinguistics (21), perception theory (18,
80), information theory (86), “kinesics”®
(18), philosophy, and others. Conspicuous-
ly missing in the educational media litera-
ture, however, are any attempts to develop
a theory of pictorial communication roiated
to art. This circumstance may be due in
part to the breach between fine art and art
as applied to “useful” communication al-
ready mentioned. However, it may be that
the almost complete absenco of references-to
art in the current theoretical writings in
this area is also related to the more ancient
notion which subordinates sensory-visual ex-
perience to the realm of mind and verbal
discourse in such a way that pictorial com-
munication is assumed to have “serious” in-
tellactual content only to the extent that pic-
tures serve as substitutes for verbal propo-
sitions. Unfortunately, this notion not only
characterizes some of the sharper criticisms
of audio-visual instruction; it also exercises
a subtle but pervasive influence on much of
the research that is conducted by psycholo-
grists and media specialists, themselves.

The contrary assumption that visual-per-
ceptual experience is an integral and vital
function of total behavior, complementary
to verbal discourse, but not comparable to
it in the sense of an “inferior” or “superior”
substitute has been supported recently by
Agnes Arbor, an English biologist, in a
scholarly and provocative little book called,
“The Mind and the Eye” (1). This publica-

tion deals with the function of visual ex-
perience in science, and particularly in the
work of the biologist. While it is not & book
on pictorial communication, as such, its
bearing on that subject is made quite obvi-
ous in the following brief quotation: “It
can scarcely be denied that the use of pic-
torial imagery in thinking is a fundmental
need of the human mind. Though philoso-
phers have often inveighed against it, as
vitiating abstract thought, it cannot possib-
ly be discarded from our mental toolchest”
(1, p. 122). Arbor rejects the notion of a
sharp disjunction between mental and visual
thinking, which she attributes to the con-
ception of the brain and sense organs as dis-
crete entities, She finds “there is no such
severance in reality, though there is differen-
tiation and division of labour.” (1, p. 124).

The whole nervous system is a unity in
which the brain and the sense organs func-
tion as parts of an indivisible whole. How-
ever, this integral functioning does not
mean that the brain is degraded a. * mere-
ly registers, machine-like, the impressions
channeled through the sensory organs. On
the contrary, Arbor insists that “we are too
apt to think of pictorial images in the mind
as if they had a quality of literal ‘corres-
pondent’ truth to external objects” (1, p.
116). What we can see in fact is not mere-
ly what is there in the “raw” mosaic of re-
tinal stimulation, but rather this mosiac as
played upon and made into a symbolic pat-
tern by sensory organization (1, p. 116).
Much as an artist might put it, the biclogist
sees only what he is able to see; “percep-
tion depends upon preparedness of mind, as
well as an actual visual impression” (1, p.
117). To say that perception is thus ordered
by the mind might seem, at first glance, to
reinstate the dominance of mind over sense




which is tlie very concept that Arbor sets
out to challenge, but such an interpretation
misses the point. Mind is the element of
control or organization in the patterning of
sense experiences, not an independent en-
tity. The eye serves the mind, but it is not
80 much a servant as a junior partner—
“the partner to whose vitality the firm owes
much of its vigour” (1, p. 119).

Whether we are concerned with direct
visual experience, as in the case of scientific
observation, or with mediated visual experi-
ence, a8 in the case of pictorial communica-
tion, there ig a junction—a meeting place
—where the artist, the scientist, and the
media specialist all have something in com-
mon to talk about. It is not easy to define
this area of common interest, partly because
we still know so little about pictorial com-
munication, and partly because the artist’s
function in “useful” communication is so
often taken for granted, or else forfeited.
The idea that pictorial communication has a
significant creative aspect, which challenges
the artist and the scientist alike, is obscured
by a certain intellectualistic strain in the
culture, already mentioned. It is also ob-
scured by theories of perception which tend
to absorb the problem of seeing in the
analysis of a stimulus, and possibly by the
continued dominance of learning theory by
the classical S-R paradigm. This is not to
say that the theories just mentioned are
“wrong,” merely that they do not seem to
afford a language suitable for talking about
the “artistic” aspect of pictorial communica-
tion. It may well be that this whole subjetc
is elusive and chscure for the very reason
that we have not yet found a language to
describe it. About all we have at this time
are some suggestive starting points in
philosophical writings, and to some extent

in the psychology of perception. Langer, for
instance, suggested a possible value of pic-
torial communication when she noted that
“Language, in its literal capacity, is a stiff
and conventional medium, unadapted to the
expression of genuinely new ideas, which
usually have to break in upon the mind
through some great and bewildering meta-
phor” (28, p. 164). Granted that a meta-
phor is usually a picture expressed in words,
still the effect is evoked through mental
imagery, which suggests that pictures could
produce a similar effect, in some cases, pos-
gibly a much better one.

A primary concern of this paper is to
emphasize the hypothesis that intellectual
growth and creativity can be fostered
through the use of pictorial communication,
and that such use of visual imagery in edu-
cation calls for direct participation of the
creative artist and especially the artist.ed-
ucator, in the development of the use of
newer media. This hypothesis is based in
part upon the speculative assumption that
there is a nexus, & common ground, between
the creative act of the artist and the in-
ventive behavior of the scientist an assump-
tion that will be examined further in the
final section of this paper. Just how the
artist or artist-educator-teacher might par-
ticipate more fully in the development of
the use of newer media in education, in its
scientific as well as its creative aspects, will
be considered next.

How could artist educators and art teach-
ers take a more systematic and effective
role in the growth of the mewer media, in
educational media research, and in the iden-
tification and development of needed and
better instructional materials for art educa-
tion? In a “Statement on Art Education for
the Media Specialists.” sent to the four
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“media people” participating in this sympo-
sium, Dr. Lanier stated that, “In many ways
the time is now ripe to examine what we
(art educators and teachers) can do for me-
dia.” The timing of this statement could
hardly be better, in my opinion. We have
already noted that both fields appear to be in
a state of transition and self-questioning.
New resources for the implementation of
technological innovations in education are
suddenly abundant. Interest is picking up
in the further development of an urgently
needed theory of pictorial communication,
in which representation of the art point of
view could be most helpful. The field of art
education, in itself, appears to represent a
vast potential for more and better visual in-
structional materials, and for other applica-
tions of instructional technology.

As far as this writer is aware, there has
been very little communication or cross-fer-
tilization between the two fields. Art educa-
tors do not appear at the meetings or take
part in the programs of media specialists,
nor vice versa—this symposium being a not-
able exception. There is a much closer tie
between the educational media and certain
varieties of “communications” specialists
whose interests tend to shade off into the
fields of language and journalism, rather
than toward the non-verbal. There are, of
course, a number of artists and designers
who have made notable contributions to the
media as producers, but that’s about it.

What is needed, in this writer’s opinion, is
a framework, possibly a well-chosen liaison
committee, set up at first on an ad hoc basis,
to consider and define the mutual interests
of art education and the newer media: to
arrange for appropriate cross-representa-
tion of these interests on programs of na-
tional meetings of the two professional or-

ganizations, with suitable exchange of visit-
ing speakers; to explore ways of dealing co-
operatively with research and theoretical
problems of mutual concern; and to examine
the possibility of promoting a better flow of
communication among users and prospective
users of art instructional materials, pro-
ducers, and researchers who might well be
media specialists, artists, psychologists, or
all three. Such a committee would pre-
sumably give its attention to the entire
range of instructional technology and me-
dia, but the focal center of its concern, I
believe, should be the non-verbal, visual-pic-
torial factor in education. By emphasizing
this logical bond its chances of survival and
success would be improved.

The writer does not envisage a union in
which all art educators would become con-
stantly absorbed in problems of media, and
all media specialists would become artists, al-
though, hopefully, a contiriuous exchange of
points of view would eventually take place
on & broad basis—to the mutual benefit of
both flelds. The intent in this regard is not
to blur the distinction between art and the
instructional media, but to make what is
distinct or unique in both fields come into
sharper focus by clarifying what they also
have in common. In the long run, the only
way to ensure a lasting and meaningful re-
lationship would be to demonstrate that
greater and more effective use of the newer
media is not only consistent with, but neces-
sary to, the wider achievement of humane
goals in art education. This achievement, in
turn, is contingent not merely upon the fur-
ther development and application of tech-
nology, on the one hand, nor the affirmation
of a sound philosophy of art education, on
the other—but the extent to which these two
factors can be infused with a common pur-
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vose. The cultural background of this prob-
lem was discussed in an earlier part of this
paper. In the concluding section an attempt
will be made to relate both the broader cul-
tural and instructional aspects of this prob-
lem to the dominant goal of creativity in art
education.

Art education and the meaning of
creativity in moden culture

J. Bronowski, in his provocative book,
“Science and Human Values,” (6) proposes
that science and the humanities are not con-
flicting elements at war with one another,
but integral parts that make up the whole
of modern civilization, In his penetrating
discussion of the common ground between
science and art he seeks “to display the
links which give society its coherence, and
more, which give it life” (6, p. 6). In a dis-
cussion of scientific insight, Bronowski
points out that the scientist, contrary to an
all-too-frequent stereotype, doesn’t arrive at
discoveries or mew truths by mechanically
adding up the dry facts, but rather by crea-
tive, almost intuitive, leaps of the imagina-
tion. “Copernicus found that the orbits of
the planets would look simpler if they were
looked at from the sun and not from the
earth. But he did not in the first place find
this by routine calculation. His first step
was a leap of imagination—to lift himself
from the earth, and put himself wildly, spec-
ulatively, into the sun. ‘The earth conceives
from the sun,’ he wrote; and ‘the sun rules
the family of stars.” We catch in his mind
an image, the gesture of the virile man stand-
ing in the sun, with arms outstretched, over-
looking the planets—" (6, p. 12). Bronow-
ski goes on to suggest that Copernicus might
have taken this mental image from draw-
ings which the Renaissance teachers put in

their books on the proportions of the body,
or even from Leonardo’s drawings of his
pupil, Salai.

There is a likeness between creative acts
of the mind in science and in art, and this
makes it possible, even necessary, for each
to draw upon the other. The scientific enter-
prise is not to collect facts, basically, but
to discover order in the variety of nature.
But “discovery” is not the exact word.
Neither science nor art sets out to copy na-
ture. As Bronowski puts it, ‘“Reality is not
an exhibit for man’s inspection, labeled,
‘Do not touch.” There are no appearances to
be photographed, no experiences to be copied,
in which we do not take part. Science, like
art, is not a copy of nature but a re-creation
of her. We re-make nature by the act of
discovery, in the poem or in the theorem.
And the great poem and the deep theorem
are new to every reader, and yet are his own
experiences, because he himself re-creates
them—" (6, p. 41).

The creative act seeks unity in disparate
or conflicting elements, and this is fun-
damentally the same whether in science or in
art. This idea, which pervades Bronowski’s
book, is highly suggestive to the educator,
the artist-educator, and the instructional
technologist, alike. For the educator, it
shows the universal quality of art and its
relationship to other aspects of learning, es-
pecially in science. It should help to remind
the artist that his quest for creative expres-
sion cannot fully be realized in some state
of isolation or quasi-isolacion where he is
“free” because he is cut off from function-
ing relationships with other creative ele-
ments in the culture. Finally, Bronowski’s
idea of creativity should serve to remind the
educational media specialist that the solu-
tions to instructional problems are not mere-
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ly “given” by technology—to allay the mis-
conception on his part, or on the part of
others, that all he needs to do, or intends to
do, is to apply media, the machine, the com-
puter, as a kind of self-contained mechani-
cal solution to the problems of education.

Returning to a theme that was partially
developed in an earlier part of this paper,
Bronowski and C. P. Snow have outlined a
problem that is of deep concern not only to
education but to contemporary civilization
as a whole. The main criticism of their
theses (and this criticism is still very
strong, today) seems to me to stem from
sources in a tradition that goes back to the
Aristotelian conception that liberal educa-
tion is for a leisure class whose intellectual
aesthetic interests are free because they are
not related to, nor constrained by, utilitarian
purposes. Today, few would argue that edu-
cation ought to be restricted to a privileged
leisure class, but the notion that education
can be truly liberal only if it is completely
separated from “practical” or occupational
interests still persists. This injunction may
be taken in its bald form, which:in the case
of art education, would seem to imply an in-
trinsic qualitative difference between the
teaching of fine art and useful art—or it
may be taken in the somewhat modified form
found in Kaufman’s analysis of the ambiv-
alence or dilemma of modern art education,
already cited. In the one case, we are deal-
ing supposedly with a “natural” difference
in kind: liberal education is not practical
or occupational education; fine art is not
useful art, and the artist or artist-educator
has no direct concern with “useful” or “prac-
tical” communication. In the other case, as
in Kaufman’s analysis, it is not so much
that there are two intrinsically different
kinds of education or two kinds of art as the
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need to protect what is “fine” in one by not
allowing it to be contaminated or prostituted
by involvement in useful applications. The
irony, here, is that the form of such pro-
tective measures in art or art education
tends to be a kind of withdrawal from the
very problem that makes the protection nec-
essary.

Dewey’s observation that there is only
one fundamental distinction: that between
good art and bad art, has gained some ac-
ceptance, particularly in the recognition of
the modern artist-designer and the archi-
tect, who in some cases, at least, manage to
bring good art to useful fruition. But there
is still a great deal of argument to the con-
trary, and this seems to be backed by more
than ample evidence that the production of
articles of use in modern society is geared
almost invariably to the lowest common de-
nominator of taste or to the esthetically
ruinous effects of standardization. Only the
rich are able frequently to call upon the serv-
ices of the designer or the artist-craftsman
whose products may approach the level of
works of art. Hence, the generic distinction
between fine art and “useful” art tends to
persist—not because this is a necessary, in-
trinsic condition of quality, But because so-
cial and economic motives which are not
indigenous to creative work tend to dominate
the production of useful objects, whereas
artists who might be good designers and
craftsmen may prefer “non-useful” art be-
cause there are fewer external constraints
on the product or upon the conditions of its
creation. However, the intent, here, is not
to suggest that the dichotomy would be re-
solved if all artists were occupied in pro-
ducing “useful” objects or producis. It
seems to me that the most useful of alli works
of art are those that have no “use” save to




bring fresh meaning and the lift of crea-
tive insight to human experience. The rela-
tive scarcity and high cost of good art,
whether it is “fine”, or in some *“useful”
form, still tends, somewhat, to sustain the
ancient notion that art is for, and is sus-
tained by an elite class—sometimes regard-
ed as an intellectual elite—whereas the mass
of the population is supposed to prefer, or
at least to be more tolerant of, the mass-
produced standardized article, the cheap sen-
tentious painting, the grade-B movie, or the
plethora of repetitive, cliche-ridden, and
tasteless programs that constitute the “vast
wasteland of television.” The fact that this
is indeed the case is perhaps both a cause
and a result of the continued separation of
art and science-technology in this culture.
Ziegfeld has proposed that art and science
need each other. “Science needs the human-
izing qualities of the arts. The arts need
the sciences in order that they be deeply
rooted in the life of the times. The great
task facing us is to give to the arts a status
equal to that of science and technology, in
education as well as in the culture generally”
(38, p. 5).

Is there a resolution of the “conflict”
between art and science, between fine art and
“useful” art, between the cultivated elite and
the vulgar democratic mass, between a cul-
ture of refinement and taste and one of sheer
productive abundance, between the humane
qualities of the human experience and the
mechanization of modern life? And if edu-
cation has a major role in the resolution of
these deep-seated separations, could we not
begin by demonstrating how technology and
the humane can be infused with a common
purpose in modern schools that are designed
and equipped so that their human employees
can stop being overworked machines and

spend more time being creative teachers?

Perhaps the antitheses between art and
science, and the related cleavages, will never
be fully resolved. But our very existence
could depend upon a continued and more
vigorous effort to make this resolution come
true. This, I believe, calls for a true “work
of art,”” one that could represent the most
inclusive creative effort of contemporary
man.

NOTES

1. From a letter sent by Vincent Lanier to the
media specialists: “A Statement on Art Education
for the Media Specialists.”

2. Randall Harrison’s research in “pictic analysis,”
(involving analysis of facial expressions) is based,
somewhat, upon the work of Ray L. Birdwhistle
in the development of an annotation system for
the analysis of body motion and gesture, which he
has named ‘“kinesics.”

REFERENCES

1. Arbor, Agnes. The Mind and the Eye. Cam-
bridge, England: Cambridge University Press, 1964.
2. Barkan, Manuel. “Curriculum and the Teaching
of Art,” in Report of the Commission on Art Edu-
cation, (Jerome J. Hausman, ed.). Washington,
D. C.: National Art Education Association, N.E.A.,

1965.

3. Beck, Robert H. “The Social Background of
Art Education,” in Art Education: The Sixty-
fourth Yearbook of the National Society for the
Study of Education, (W. Reid Hastie, ed.). Chicago:
University of Chicago Press, 1965.

4. Bettelheim, Bruno. The Informed Heart. New
York: Free Press of Glencoe, 1961.

5. Boorstin, Daniel J. The Image, or What Hap-
pened to the American Dream. New York: Atheneum,
1962.

6. Bronowski, J. Science and Human Values. New
York: Harper and Rowe, revised edition, 1965.

7. Clark, H. F. Cost and Quality in Public Edu-
cation. Syracuse, N. Y.: Syracuse University Press,
1963.

8. Dewey, John. Art as Experience. New York:
Minton, Balch & Co.; 1934.

37

T e R o, e T et e T I TR e T ey




s S i

9. Eisner, Elliott W. “American Education and
the Future of Art Education,” in Art Education:
The Sixty-fourth Yearbook of the National Society
for the Study of Education, (W. Reid Hastie, ed.).
Chicago: University of Chicago Press, 1966.

10. Ellul, Jacques. The Technological Society.

(Translation by John Wilkinson) New York: Al-
fred A. Knopf, 1964.

11. Finn, James D. “The Tradition in the Iron

Mask.” Audiovisual Instruction 6:238-43; June, 1961.

12. Fleming, Malcolm. “Pictorial Communication:

An Essay on Its Plight” AV Communication Re-

view. 10:238-287; July-August, 1962.

18. Gibson, James J. “A Theory of Pictorial Per-

ception,” AV Communication Review. 1:2, pp. 3-23;

Winter, 1954.

14. Greenberg, Clement. Art and Culture. Boston:

Beacon Press, 1961.

16. Griffith, Thomas, The Waist-High Culture. New

York: Harper & Bros., 1969.

16. Gropper, George L. “Why is & Picture Worth

a Thousand Words?” AV Communication Review.

11:75-95; July-August, 1963.

17. Hadamard, J. An Essay on the Psychology of

Invention in the Mathematical Field. Princeton:

Princeton University Press, 1945.

18. Harrison, Randall. “Nonverbal Communication:

Explorations into Time, Space, Action and Object,”

in Dimensions of Communication, (J. Campbell and

H. Hepler, eds.) San Francisco: Wadsworth Pub-

lishing Co., 1964.

19. Ivins, William M., Jr. Prints and Visual Com-

ingagnication. Cambridge: Harvard University Press,
3. :

20. Kaufman, Irving “The Visual World Today,”

in Report of the Commission on Art Education,

(Jerome J. Hausman, ed.). Washington, D. C.:
National Art Education Association, N.E.A., 1966.
21. Knowlton, James Q. A Socio-and Psycho-Lin-
guistic Theory of Pictorial Communication. Indiana
University: Division of Educatonal Media an Audio-
Visual Center, 1964. (U.S. Office of Education Con-
tract No. 3-16-019, mimeo).

22, Krutch, Joseph Wood. Human Nature and the
Human Condition. New York: Random House, 1959.
23. Langer, Susanne. Philosophy in a New Key.
Cambridge: Harvard University Press, 1951.

24. Lanier, Vincent. “NAEA Symposium, 1965,”
Art Education 18:3, pp. 24-28; March, 1965.

25. Logan, Frederick M. “Development of Art
Education in Twentieth Century U.S.A.” in Report

38

of the Commission on Art Education. (Jerome J.
Hausman, ed.) Washington, D. C.: National Art
Education Association, N.E.A., 1966.

26. Lowenfeld, Victor. Creative and Mental Growth,
revised edition. New York: The Macmillan Com-
pany, 19562,

27. McKibbin, Mary Adeline. “Art in the Secondary
Schools,” in Report of the Commission on Art
Education. (Jerome J. Hausman, ed.). Washington,
D. C.: National Art Education Association, N.E.A.,

1965.

28. McLuhan, Marshall. Understanding Media:
The Extensions of Man. New York: McGraw-Hill,
1964.

29, Miller, Neal, and others. “Graphic Communi-
cation and the Crisis in Education.” AV Communi-
cation Review, 5:3; 1957.

80. Norberg, Kenneth (ed.). “Perception Theory
and Audio-Visual Education.” (Special issue of
AV Communication Review, 10:5; September-Oc-
tober, 1962.

31. Read, Herbert. Icon and Idea: The Functicn of
Art in the Development of Human Consciousness,
New York: Schocken Books, paperback edition,
1966.

82. Schultz, Harold A. “The Teacher of Art,” in .

Report of the Commission on Art Education,
(Jerome J. Hausman, ed.). Washington, D. C.:
National! Art Education Association, N.E.A., 1965.
88. Silverman, Ronald, and Vincent Lanier. “Art
for the Adolescent,” in Art Education: The Sixty-
fourth Yearbook of the National Society for the
University of Chicago Press, 1966.

Study of Education, (W Reid Hastie, ed.). Chicago:
84, Snow, C. P. The Two Cultures: And a Second
Look. New York: Mentor, 1964.

85. Stiener, George. “The Retreat from the Word.”
Kenyon Review 23:187-216; Spring, 1964.

Theory Related to Audiovisuzl Information Trans-
36. Travers, Robert M. W. (ed.). Research .and
mission. University of Utah: Bureau of Educational
Research, 1964. (U.S. Office of Education Contract
No. 3-20-008, Interim Report.)

87. Winetrout, Xenneth. “The New Age of the
Visible: A Call to Study.” AV Comunication Re-
view, 12:46-62, Spring, 1964.

88. Ziegfeld, Edwin. “The Current Scene: Prob-
lems and Prospects for Art Education Today,” in
Report of the Commission on Art Education,
(Jerome J. Hausman, ed.). Washington, D. C.:
National Art Education Association, N.E.A., 1966.

SR o B




3

(Rt

e ,,{\"vf«"‘xﬂx""lf’l- s
Sl ;ﬁp. i *i(hv

| i

T

" I

- Symposium Statements:

om0 Bt
‘.‘ o




PANEL DISLUSSION

Leslie Greenhill: Weicome to the Wednes-
day morning panel session, ladies and gen-
tlemen. On my left you will recognize the
resource people in instructional media who
already have presented papers to you, Ray
Carpenter, Jim Finn, Bill Allen and Ken
Norberg, anda on my right we have Herb
Burgart from George Peabody Institute,
Ken Beittel from Pena State University,
Elliot Eisner from Stanford and Manuel
Barkan from Ohio State. These men are
representing the art educators.

The purpose of this morning’s session is to
get you involved in posing problems and
questions to any of the members of the
panel. There may be questions about use of
media, or a discussion of concepts in art
education and how the use of media might
be used to facilitate the communication or
the learning of these concepts. We hope this
will provide you with an opportunity to
bridge certain gaps that may be apparent
in what developed in the last two days and
to serve as a further foundation for the posi-
tion papers which the various groups will
be called upon to develop tomorrow and to
present on Friday. The panel is now open
for questions, comments and discussion.

Barkan: Rather than ask a question, I'd
like to comment on one or two items that
seem to require clarificution at least in so
far as I try to think about media, whether
you call them new or old. I think when the
term medium is considered in the field of
art education, as compared to other sub-
stantive or other subject matter fields, it
needs a special kind of clarification, precise-
ly because the historical concern for media
in art education has been largely in terms of
media for production, that is for the pro-
ducing or making of works of art. Now, I
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take it, that at this symposium we will be
talking about media largely as instructional
media, rather than as media for use in the
making of the works of art. I am not im-
plying here, nor am I confusing the possi-
bility that a given medium can on the one
hand be an instructional medium and on the
other hand a medium for the making of
works of art. I would say, however, that
depending upon how one looked at that me-
dium, if one viewed it as 2 potential instruc-
tional medium then it’s a different kind of
an animal and it needs to be conceived of in
a different manner than if it is viewed as a
medium for either artist or student to use.

It seems to me quite essential to make the
distinction at least significantly sharper than
I’ve heard it made in a good many of the
discussions so far. My own interest at the
moment is less in media for use in the mak-
ing of works of art than in instructional
media. I think we have more media than we
know what to do with and the trouble with
the quantity of media is that we haven’t
really applied the kind of conceptual con-
trols for the selection and utilization let’s
say, of media for youngsters or students we
are working with to use for whatever pur-
poses we intend. The speakers have been
saying both explicitly and implicitly, that
if we’re to attempt to find ways of utilizing
the instructional media that you have been
describing that one of the conditions that it
presupposes is a regularization of objectives
because without such a regularization of ob.
jectives we would be playing around with in-
structional media in a relatively unpro-
ductive manner. There has been too much
such playing around with the studio kind of
media in the field of art education and 1
simply want to suggest that at minimum it
seems to me there is agreecment on purposes
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in the field of art education. If there isn’t,
I think there ought to be.

There are at least two key purposes among
whatever variations of purposes individual
persor.s or individual groups of persons
might choose to adhere to. One purpose in
instruction in art is to encourage the diversi-
ty of perception, diversity of expression, di-
versity of understandings of meanings on
the part of individuals, and it seems to me
that another purpose is to bring students to
understand, to be able to perceive, to be
able to appreciate, if you will, the diversity
of realities that the history of art and the
range of individual artists have demonatrated
through their works. If we would take only
those two objectives as minimal objectives,
it ought to be possible to utilize, to conceive
of possible ways of utilizing the media, to-
ward achieving some of those objectives
more directly. I think, to dec so however,
would require going back to what I tried
to indicate at the outset. Becoming clear
and quite sharp is the distinction between a
medium as an expressive medium as com-
pared to a medium as an instructional medi-
um. The reason why I make this kind of
comment is that when I view some of the
films it seems to me that they failed to make
this kind of a distinction and did not really
carry the kind of instructional message that
they are intended to, Instead of being an
instructional medium, they tended to become
an art form in themselves.

Greenhill: I think the question that Manuel
has raised is a very common one with peo-
ple from two diverse disciplines. They use
the same words, but with different mean-
ings and I judge that one of the problems
here is the use of the word medium which is
- used in one way by people in the field of

art and a different way by people in the in-
structional media field. I'd better ask the
people on the left here if they would care to
comment on what they mean by the use of
the word medium and then we'll get to the
second part of your question, Manuel, about
the matter of stimulating diversity of be-
havior patterns.

Allen: I think we in the instructional me-
dia field tend to use the term media rather
lcosely and I know I use it interchangeably
‘or what Ray Carpenter refers to as the
modes or the carriers of information and I
think one of theé distinctions he has made is
worth looking at.

Greenhill: Would you care to restate your
distinction, Ray, between media and modes
of communication?

Carpenter: 1 believe that this problem
arises because of the reference to such equip-
ment systems as television, as “the medium”
of television. When we refer to television as
a medium we are including a great many
different components of a complex electronic
communication system. And, the other error
is to ascribe effects to a medium when it is
not the medium that is actually producing
the effects. Rather it is what is being chan-
neled through the medium. It is what the
medium is carrying. I find it useful in my
own thinking to conceive of these media as
essentially blank sheets until we put content
into them, until we organize the message,

. until the channels are filled with significant

and organized information. It is helpful to
me to make three distinctions. The medium
is the carrier of the information. The sec-
ond is the mode. I think we can make a
contribution by sharpening the definition of
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what we mean by the modes of communica-
tion. The third level of concept or concep-
tualization that is helpful to me, is the
processes that operate in the mode. Assume
that we have sound, and that sound is in the
mode of speech, and that the speech is mean-
ingful speech, then what are the kinds of
meanings or kinds of organization of con-
ceptual system. These are the three kinds
of definitions that are useful for me.

Norberg: Just continuing a bit from what
Ray has just said, several of us have made
comments to the effect that there really
isn’t a science of audio-visual communica-
tion. I think this statement, when it is made
is usually based upon the fact that although
we've had a great deal of media research, we
have not had sufficient research into modes
of communication which have to do, as I
understand it, with the psychological char-
acteristics of the stimulus material that is
being transmitted by the medium. Now, this
is not to say that the media research has
not been useful because this does tell us that,
for instance, films and television and other
media can be used successfully for instruc-
tional purposes. I think another point worth
making here is that while “the medium”
is not a very precise term, that media do
have characteristics. McLuhan has empha-
sized this with his well known statement that
the medium is the message which I think is
an exaggeration, but it does suggest that
the medium has characteristics and that the
media set certain limits to what you cun do.
It even suggests that it invites a certain
style of presentation. Perhaps, you do cer-
tain things with television that you do not
do with film because there is a difference
between these two media and the style and
the presentation that they suggest or that
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they invite.

Allen: I think it might be useful to pick an
example. We’ve been around Robin Hood's
barn here about a definition. Now, for ex-
ample, I would consider a so-called pictorial
representation or a pictured representation
as & mode and this then, you see, could be
carried through several media or through
several mediums as Ray Carpenter has
stated; through television, through motion
picture, through slides, film strips, flat pic-
ture, etc. Another type of mode might well
be print, which could be carried as books
or could be carried under teaching machines,
at least the way I see it.

Finn: Do you want to know what I think,
Les? I think this discussion is absolutely
futile. I don’t see why, in the first place,
the people in art education can’t make a sim.
ple distinction between a paint pot and a
motion picture someone is using for teach-
ing. I don’t see why they get intellectually
tangled up in the fact that you might dip a
brush in the paint pot and make a chart out
of it and somebody could study and learn
something from it. What's so mysterious
about this? Now at the other end of the
scale, my distinguished colleagues here re-
present the psychological research orienta-
tion in which these questions have to be
asked, no doubt about it. As you have to,
Allen is always trying to figure out relations
of sound and pictorial representation and so
on and so is Carpenter; so they want very
precise definitions of what they’re going to
do. This is a morass and that’s why I say
the discussion is futile; it’s a morass. Ken
just got close to it there. You can talk all
you want to about a pictorial representation
being a mode and you put it on television




and/or film and it’s going to be different and
McLuhan’s concept, for instance, of one
medium making the other transparent is in-
herent in this. In other words, you get a
different view of film when it’s on television
or how the television treats it rather than
when, for instance, you go the other way
around and film treats television. But ac-
tually, why does a practitioner have to get
8o terrifically involved in these research dis-
tinctions, which are very useful when one is
making research measurements? I think it is
much better to back up and ask some very
simple questigfis about what we are doing.
We are doing this: we are applying what
we have devéloped in the field of communica-
tions and gther kinds of technologies to the
problems of instruction and we rely on peo-
“le like Bill Allen and Ray Carpenter to give
precise answers as to how we make
oves, and we rely on the art educsa-
tion pgople to make certain fundamental dis-
tinctions, such as what it is you are trying
to dp in your discipline and then we try to
put, these together. The problem is in the
mafgin here and you can talk all day about
a definition. I can give you an historical
analysis of the ways we've tried to define
the audio-visual field since approximately
1908 because I did this once and it doesn’t
‘make any sense all the way through. They
‘are still wrestling about it. I'll give you
; one example and then I'll shut-up. The word
r audio-visual is a contradiction in the English
. language. I have a theory of how it oc-
. curred. It either ought to be audio-video or
. aural-visual, a-u-r-a-l. It’s not the way it is,
. you see. No, I'll tell you what happened.
| Originally they had visual education. Then
icame the sound motion picture and some-
tbody in Bell & Howell said we can’t show
our films and our projectors using the term
|

visual education where we have sound; so
whst will we call it: well we called in some
engineer and he named it audio-visual. If
we had called in a psychiatrist you’d have
had aural-visual and so we are stuck with a
kind of a technical contradiction to begin
with.

Norberg: Well, it’s not too late to change it.

Greenhill: Let’s get some feedback from
the audience now.

Audience: Nobody wants to be first, so

maybe I'll be a spokesman for several. I
didn’t want to theorize, I didn’t get the idea
from the material that we're going to the-
orize but that we want to try to take back
some information that we can use on these
audio-visual materiala and new media that
could better teach art in the classroom. I
agree wholeheartedly with Dr. Finn because
you can theorize all day and tomorrow and
the next too. This still doesn’t make me a
better teacher next week in the classroom;
so if you gentlemen could give us some
means to better use what has already been
invented, this is what we'd like.

Greenhill: One of the issues raised by
Manuel Barkan that might be worth exylor-
ing in this connection is that in most areas
of instruction the teacher is concerned with
getting students to understand a definable
concept—in other words we're trying to
teach what we often call convergent behav-
ior, everybedy understanding the same set
of things, whereas in the field of art, more
often than not you're concerned with trying
to encourage divergent behavior: everybody
producing something different. One of the
questions which is frequently raised by peo-
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ple I've talked to here is how do you use
media for encouraging or stimulating diver-
gent or different behavior on the part of
the individuals exposed to it? Is this a sub-
ject in which there is some interest, and if
so should we explore it?

Eisner: Let me try to put this into more
concrete terms, if I can. One of the prob-
lems that teachers of art have is that of in-
troducing projects or problems in a class-
room. Any art teacher inevitably has this
problem if she is going to teach. One of the
general kinds of things that many teachers
would like to achieve is not only to have
the youngsters produce in such a way so
that the aesthetic quality of the product is
high, but also that they are diverse. They
hope that all of the youngsters don’t come
up with the same visual solution to a peov-
ticular kind of an artistic problem whether
it's a problem of making a landscape paint-
ing, or the problem of making a pot, or the
problem of weaving a rug. Neow, if teachers
have the concern of introducing artistic
problems to youngsters in the classroom,
they are concerned with not only high
level aesthetic solutions, but also solutions
in the class which ara2 diverse, which are
versatile, which have a great deal of vari-
ability. Then the problem becomes one of
how audio-visual media can in their modes
be used to stimulate both diversity and high
level aesthetic solutions. Perhaps this brings
it down more to a practical basis: what
can we do with media to create this kind of
gituation and stimulation?

Greenhill: Could you add one more step to

your question, that is what do you now do
without the use of audio-visual media ?
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Eisner: There are many things that teach-
ers do, different sorts of things. One of the
things that teachers do is to talk with the
students about what they might do or help
them recall experiences that they've had.
Sometimes, they show thern examples of
work that is already completed in that par-
ticular area that they are investigating.

Norberg: This question was considered
briefly by some of us when we were plan-
ning this discussion and the point was
brought out that perhaps the mistake some-
times made is to show students an example
which then immediately becomes a kind of
uniform response on the part of the differ-
ent members of the class. The idea was sug-
gested that you might play around with a
film or with a filmstrip or even with a set
of slides which show a number of different
ways, or suggest a number of different ways
in which a particular subject could be
treated.

I'm reminded here that there is a film that
I saw recently and some of you may have
seen, called “Four Artists Paint a Tree.”
How many of you have seen this film? I
see one or two of you have. I don’t know
whether the film is really an ideal solution
to this problem or not, but it is an interest-
ing approach because it deals with four
artists from the Disney Studin and first it
shows how these artists work together as a
team under the conditions of commercial art,
where each man has to modify his style or
adapt his style to a kind of a group con-
ception of what they want to produce. Then
they take these four artists out into the
countryside and each of them sits down and
paints the same trece and in the film each
artist discourses on what he feels about this
tree and how he is trying to deal with it,




one man, for instance, is dealing with it as
& problem in architectural structure and an-
other one thinks of it primarily as a living
form and finally you can see the four re-
sults, which show in a rather striking way
how four different artists can paint the same
tree. This suggests one possible applica-
tion of media to this particular problem.

Carpenter: I might suggest a couple of
very general conclusions that have resulted
from the research programs on this prob-
lem of variability. Usually when you have
a problem that has been judged to be ap-
propriate for the production of a film, the
idea is: let’s produce a film! Growing out
of our research techniques of producing as
many as 28 versions of the same film in
order to find out what is operating in that
film, is the suggestion that we often need
many versions of & film on the same subject.
As we move to use the film medium, par-
ticularly, do not sugzgest that e film, is go-
ing to be the solution to a problem. It is
never the solution to any except a very lim-
ited problem. The answer will usually re-
quire a series of film, dealing with varied
aspects of the problem.

Beittel: My first comment is a broad one:
it is impossible to separate theory from ex-
perimental and practical concerns. To be-
gin with, the issue as posed is over-simpli-
fied because diversity frem a one shot af-
fair is different from diversity in longitudin-
al aspects or in learning. I much endorse
Carpenter’s notion of sheer experimentation,
atheoretical or theoretical, at our stage of
ignorance. I would doubt whether as prac-
titioners we could agree among ourselves on
our goals deeply enough to commit ourselves
to a line. And yet, this is what is required

in a sense to develop instructional materials.
In other words, sheer experimentation may-
be iz called for at this point, but in terms of
experimentation and in terms of some eval-
uation, because such issues as are raised are
not that clear and simple, at least not to me.
I may just be overly confused. The other
thing is I don’t think we need to worry
about some of the things the speakers here
are worried about. For instance, creativity
is not a worry to me. I think people in the
arts take for granted among their objectives
the issue of creativity, diversgity etc. We al-
most would do better to put git aside and be-
come a little convergent for an experimental
procedure. This is a creative idea in art ed-
ucation, to become convergent. Working
within restrictions might release a person
through sheer monotony. Kept at the same
stimulus, he has to vary it, because what
else could he do, he would be sick of it. May-
be this is facetious, but it points to a dis-
ciplining that the person brings in. At this
point I may be confusing the issue, but we
actually should converge sufficiently to make
a thrust in some depth and in time and ride
it out. If it's a failure, it doesn’t matter.

Audience: Perhaps I'm the only one ex-
periencing this difficulty, but on the one
hand we seem to be engaged in a very
broad level of discourse involving the na-
ture of experimentation, involving such
generalizations as film, audio-visual devices
and 8o on. I don’t know how we can con-

front the critical questions or the value -

questions so long as we deal with such gen-
eralizations. On the other hand, we have
been experiencing a number of efforts in the
area of film making. I expect that we have
seen ahout a dozen examples of efforts in the
field. It occurs to me that we might profitably
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turn to the original question of the utiliza-
tion or the judgments of any one or any
grouping of films that we have seen.

As a personal argument many times we
read works of our critics, where in discussing
and in attempting to evaluate works of art,
we get caught up in “soupy ground” of aes-
thetics discourse, and many of those called
upon for criticism will say, let’s look at the
objects, let’s confront the objects and see
in what kind of disciplined way we can
bring our critical judgment to bear on them.
In a sense I would like to invite any of the
panel to confront any of the films we have
geen thus far, in an attempt to discuss the
implications, the qualitative considerations,
the experimental findings that would pro-
vide more ingight into the artifacts or the
audio-visual efforts that we observed thus
individual artistic capacities in all the dif-
ferent media. The problem of media in the
classroom is what can the teacher do in the
class to bring John to more of a realization
that he has the capacity to generate dif-
ferent solutions. I think one way is to show
far. It seems to me that we have separations
in our program. On the one hand there
have been attempts to prc /ide philosophical-
theoretical background for the work in the
field. On the other hand, we've been looking
at a lot of films and what I would like to in-
vite is an attempt to bridge the points on
this continuum.

Audience: I would just like to say that
if you are looking critically at a work of art
you had better savor the soup of aesthetic
theory if you want to know what to look
for. (laughter) )

Audience: Speaking of divergence and con-
vergence, one way to get divergence is to
help individual children develop their own
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him and the other is to generate it. I think
the other way that was suggested was to in-
crease possibly the chances of John’s com-
ing to this realization by approaching him
on a number of different levels with a number
of different media, some perhaps being very
concrete objects. Frequently the teacher
doesn’t know on what level John really re-
sponds. As a matter of fact, John may have
te discover that himself. You find a lot of
children who sit around in elementary
schools, not necessarily in art but in other
subjects too, most of the year and are poor
students because the media they use do not
add up. When they are given an opportunity
tc make a visual response like picking one
object out of ten or painting something or
copying it or showing that object A goes
better with object B than it does with any
other object, then all of a sudden the child
finds that he has a capacity to respond and
the teacher and he both get excited.

Finn: May I ask a question of the art peo-
ple here. Looking at this from the point of
view of the music field, there is a skill ele-
ment here and I'm not sure, having attempt-
ed to understand some of the very modern
ari, whether any gkill other than knowing
how to make optical illusions is necessarily
involved. But I assume there is. Do you
people feel that there has to be a certain
amount of skill before a child can at a given
level of development be creative? I couldn’t
play the trombone creatively which I never
was able to do anyway, but I couldn’t until
I knew how to play the trombone. Now, this
was pretty crucial. If this gentleman who
spoke went back to objectives, (I'm not try-
ing to get behavioral about this), there are
these levels. In other words, can somebody
at a given level of maturation be creative
or can he see several ways before he has cer-
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tain kinds of gkill? If this is true, and you
can define certain things you want to do,
then I think we can give you some direct
answers, I can think of a lot of ways that
you can get at some of these things if we
had some kind of an order or priority, but
if you just say you want these people to be
whatever it is you want them to be, it is a
litle bit hard to.do.

I assume, for instance that one of the
gkills involved in art is in the ability to see
the world perhaps differently than other peo-
ple see it. Hoyt Sherman at Ohio State ex-
perimented with this problem years ago.
He used a tachistiscope, which I suppose
many of you know. Today if that is a skill,
then you can define it and then somebody
can suggest several ways to get at it. There
are various ways you can develop a skill
simply of looking at the world differently.

- That process, if it is handling tools, or know-

ing how much water to put in some other
kind of medium, has-this-to_occur first be-
fore you can be creative? Maybe it doesn’t,
I don’t know. Do you have some kind of
priority or do you have a horseback guess
as to how these things happen. Can you tell
us this? I graduated from high school long
enough ago tc have a physics teacher who
tried to convince us that space was an ab-
sence of everything and since I have come
here I have heard some say science and art
are not closely related and that this is our
problem. But science now says that space
has something everywhere and so I'd say I
believe as an artist that you can’t create

- something out of nothing. First of all you

have to have the fundamentals. It seems
that this is where media will do us the most

good.

Audience: I want to talk to a given point
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and see if there is some discussion, diver-
gent or convergent. I think, as did the gen-
tleman who just spoke, that we've got to
start with the individual and have this in-
dividual be himself, and if that means that
we’'re going to have ten individuals we will
have divergence because of the way human
beings are made. If we are talking about the
mechanics or skills, we have got to start
with the individual and let the individual be
himself, to speak of himself with particular
methods or particular media, or particular
tools. He goes and gets them because he
needs them. What we forget is that we
want to play the piano, for example, as an
individual who needs that experience.

Audience: It occurs to me that the person
who plays the piano may not be a musician,
he may be a technician, he may set up cer-
tain standards which in the performance of
music use different things which do not de-
pend on the keys, but on the rhythm. He
may be a technician and he may set up cer-
tain standards which give you this end prod-
uct, but this has very little to do with the
sense of what music is, other than the skills
to make noises with instruments on some-
body else’s pattern of organization, the
composer’s, I think we have the painter who
tends to be the composer and performer in
one spontaneous act so that this sets up
quite a different kind of process. Also, it
seems to me that you can make the assump-
tion that before anybody can be an art per-
former, he must have acquired certain skills.

. Nobody can play football until they get

checked out on all kinds of things making
them ball players on their own level, which
may be the crudest level.

Finn: But, look I just asked a question,
I didn’t take a position on it and I gathered
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you are all corfused about it. You really
can’t answer it.

Eisner: No, I think we can. I'd like -to

respond to what was said. It seems to me
that, take football, for example, the training
of the individual is precisely what is done
at, for example, high school level, the college
level, and in professional football. The “cre-
ative football player” operating at high level
of performance generally has learned either
informally or formally a certain array of
skills that he applies in his craft in playing
this game. Now, it seems to me that we can
identify an array of skills in the produc-
tive aspects of art education that students
ought to learn and that will enable them to
deal more adequately and “creatively” with
visual problems.

Not all of the learning that goes on in art
education need be or ought to be divergent
and I didn’t mean to imply that when I
raised this question of variabiliay. One can’t
create a novel if one doesn’t know how to
write. If you watched the film where Levine
working on that oil painting, he didn’t worry
about the kinds of colors he was going to
get when he put his brush into burnt sienna
and yellow ochre. These skills, if you will,
have been overlearned in the same sense that
we overlearn the abe’s or the multiplication
table or spelling, and they free us and they
free him to deal creatively with the visual
problems because the practical skill issues
are no longer problematic.

In a sense, it is when a youngster or an
individual has so overlearned certain types
of technical problems that he can begin to
deal with the aesthetic problem, with the
creative problem in art and I think part of
our difficulty, part of the problem that we
have in our field, in the productive areas
especially, is being able to identify the kind

of skills that are educationally reasonable
for students to learn in the elementary and
the secondary school in order for them to
deal more adequately with the creative prob-
lems and the aesthetic problems in painting.
This is a curricular issue, it’s a theoretical
issue, it’s a philosophic issue. What I am
saying is that I am disagreeing if I under-
stand you position. I think there are certain
kinds of skills that are very reasonable for
students to learn if they are going to deal
aesthetically and creatively with the produc-
tive aspects of drawing, painting, or sculp-
ture.

Allen: There is a confusion here and I
think we have so many divergent ideas con-
verging on our problem that I'd like to come
back to the question that this gentleman
raised in the first place, “how can instruc-
tional media people help me in school?’ I
think this an extremely difficult problem, and
in my opinion you are being given very sim-
ple answers by your audio-visual people. The
answer is primarily based on the availability
of material that is on the shelf, so to speak.

- We've referred to film; this would hold with

other materials as well, but the immediate
reaction of most audio-visual departments or
instructional media departments is to go to
the motion-picture film route. Now, the point
I tried to make, in a way, was that I feel you
have to define what kind of objectives you
are after. Now, Finn has mentioned an ob-
jective, a very critical one which is the skill
development, a specific skill development and

- I would assume this might be an objective

that you would have in some part of your
program which is: how do you teach kids
to paint with tempera? It could be broken
down even further than that. That is one
kind.

Another kind of objective has been men-
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tioned which was the development of high
aesthetic solutions or feelings or apprecia-
tions and, I don’t think we could even ap-
proach this! I don’t think you can even di-
rect yourself to this kind of broad question
and the plea I'm making is that we try to
define more specifically what we're after,
what we want and then try to seek the spe-
cific or optimal or the best we can, the kinds
of combinations or single types of materials
that might accomplish this. I’ve made the
further point that at our stage of develop-
ment in my part of the field we “ain’t” got
the answers. We don’t know what specific
materials are available to meet these partic-
ular objectives and it seems to me that this
is where some interaction has to take place
between the art educators and the instruc.
tional media people perhaps.

Carpenter: I believe we have arrived at the
stage that we can expect this conference to
achieve. Conferences seem never to come up
with complete closure or final answers. A
conference like this is the beginning. It is
the fertilization process, and I think we
ought to put it in this perspective. The fruits
of this conference are going to be harvested
much later than 1966 or '67 or ’70.

I am reminded of what the engineers
expect of psychologists: They expect us
to come together with them and in a three
day conference and tell them everything
about learning. However, if we were to ask
the electronic engineer to tel! us all about
electronic engineering at a three day con-
ference, they would think this absurd. To
a certain extent we are in the same kind of
a sgituation here. The need is to learn all
there is to know about behavioral sciences,
learning theory, and media. These are enor-
mously complex, extensive bodies of informa-

tion and skill.

It seems to me that getting this longitudi-
nal time perspective in here in relation to
what we can expect to accomplish is tremen-
dously important. One final point: We need
confent people to work in these fields, not
just media people. One procedure would be
to define problems in art education and ask
what media and modes of communication
solve this problem. In other words, I think
that the initiative, the aggression, the focus
of attention ought to be on kids in art class-
rooms, rather than on motion pictures, tele-
vision or other media. :

Barkan: I think you are quite right in sug-
gesting that this discussion is painful. It
seems to me that I caught an undertone in
the way in which you said it that you might
think that we’re making it painful for you.
Rather, I think, we are making it painful
for oursleves and I think the reason why we
are making it painful for ocurselves is be-
cause, we ourselves have not yet found the
ways to come to grips with the problem. I
think you are quite right in saying that we
have to pose the problem to you, but we do
have to pose the problem to you in a
manner in which you can in any way help
us to handle the problem and this, I don’t
know whether we are willing, or we as yet
have been incapable of doing. Let me illus-
trate what I mean by an example. If we
take seriously what Elliot Eisner said just
a few minutes ago, there are things to be
learned.

For example, I take it, Elliot, you would
agree that there are things for kids to learn
or teachers to teach the kids about, let’s
say, subtleties in the discrimination of color,
either in terms of their own control of mak-
ing subtle discrimination of color, or by way
of their capacity, to be able to perceive and
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recognize and be able to respond to subtle-
ties in the control of color as seen in the
works of other persons. OK? Do you agree
so far? Now, would you also agree that this
does not come naturally? (Eisner: We have
more than ample evidence). All right, if we
have more than ample evidence that this
does not come naturally, then I think we’ve
got to come to grips with the delusion, I
would caii it, in art education that has guid-
ed art education thought and theory during
the last decade or two.

If this does not come naturally, then this
becomes a particular objective in teaching.
That this youngster has potentiality for
such learning is quite different from imply-
ing that this unfolds from the youngster.
Let me press the point one moment fur-
ther and this is directed to you, Ken. I
think that there is a difference and I think
thre needs to be a difference between the
viewing of the problem from the point of
view of the researcher who has to take an

- open-ended experimental view of the issue
- in terms of emphasizing the uncertainties

and what still needs to be pursued by way
of extending understanding; and the teacher
or the curriculum desigier who works under
operational pressures.

Audience: I have a procedural question.
It involves an attitude that has interfered
with a great many things. I speak as a
supervisor and this is a practical problem.
I'd like to know what your attitude is on
this question. One of the things that in-
volves my teachers’ classrooms is the fact
that, procedurally speaking, the audio-visual
department that I work with has always
wanted everything in a central location. My
teachers object to having to plan from any-
where from four weeks to six weeks in ad-
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vance for demands for materials that would
enhance the climate in their classrooms.

I have asked for materials to be issued di-
recily through my art room, that certain
projectors be purchased and assigned to the
room on a continuing basis, and that certain
materials taken from the instructional cen-
ter be kept a period of time and then the
teacher will be able to use these materials
in a more or less instant call basis. Now
all of the attitudes that have been expressed
by the audio-visual aids people, in this case,
my associates, have been that this is not an
accepted practice and that no dpecific group
can ask for special privileges in this class
of materials. Now because of the very na-
ture of our work, I have tried to convince
them to do something that should answer
this problem.

Carpenter: The fundamental question is
should we arrange conditions for students
of various kinds or adults to interact with
stimulus materials and the conditions which
produce a particular behavioral effect. We
should also Icok at the design of the buildings
in which teachers work. Certainly one of
the great inhibiting factors involved in the
use of media in art education programs is
the kind of buildings that are available for
instruction. ‘

May I suggest the possibility that we
think of new kinds of spaces in which we
work in order to do the things you -define
as needing to be done. For example, we
should think of providing conditions for in-
dividuals to work as individuals instead of
as groups and the patterns which have been
worked out and demonstrated now at Purdue
and Penn State and other places, of having
these spaces where all of the materials are
available for particular kinds of student per-




formances, an area extended and equipped as
an individual area through which many in-
dividuals flow. The material is set-up so
that the student moves from one station to
another and does whatever is required in
particular planned and tested sequence, This
would require a very different kind of a build-
ing structure from what I see in most schools
or in most colleges and universities.

Finn: Maybe I can explain here. Ray has a

very good point, but we live on a time scale
and we are all subject to cultural life and
in this case economic theory. Ray is right
that in the future, everything in the whole
technological system points to as close a con-
tact of studert with media as you can in-
vent and this system he is talking about is
one way to do this, but the point is that
your school district or county or whatever
it is you represent, is operating on an eco-
nomic theory of roughly 1935 which said we
have one motion picture projector in the
school district and we have to bicycle it
around in order to get anybody to use the
materials. The whoie idea was centraliza-
tion in those days.

By the time World War II came along,
Hoban and his people had pretty well shown
that you have to have a centralized-decen-
tralized system, the object being to get the
materials out as far as possible to the school.
But in your school administration the busi-
ness manager will have it in his little head
that he’s going to control things as best he
can "by this olil centralization process and
you're faced with a very practical problem
—the teachers can’t get the stuff for six or
eight weeks. He hasn’t even understood the
whole philosophy of waste, that it costs a
lot less to give you a handfull of filmstrips
and let you stick them in your pocket and
take them home than it does to catalogue

one and keep mauaging the system. The
economic theory of centralization is bad and
the administration theory which is an old
fashioned power structure doesn’t fit either.
In the meantime there are certain forces,
like NDEA and various others of its type
that will gradually and in various different
ways help to effect the transition to the
thing Ray is talking about. If you have a
Title IIT project and all of a sudden ten
overhead projectors come into the high
school (I saw this happen a couple of
months ago in & school), this justs shoots
the whole theory to pieces at once. This
energy in the system will do it.

Burgart: One of the historical problems
facing art teachers in the schools today goe:
back to a very practical problem. In the
past, as you have already mentioned, not
only art teachers but others, have been faced
with the fact that not only was equipment
not readily available, but it generally tock
an engineering degree in order to manipu-
late it effectively. As we have even experi-
enced in this conference, not everything al-
ways goes well. Primarily though, this equip-
ment was geared to, as far as the art teacher
was concerned, enrichment, supplemental
enrichment. We can have a movie brought
in and we can look at the movie and we
can therefore be enrched in terms of this
visual experience. This is a vicariocus ex-
perience; since we can't go to India, we
can bring India into the school room. Now,
I am more interested, and I think I speak
for some of the people here in the conference,
in the productive aspect of media. That is,
how can we as teachers, create films, how
can we as teachers help children create
through these tools? I can’t answer these
questions without the kinds of research you
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people have been doing into the potentials
or limitations of media.

Carpenter: Let me give you a specific ex-
ample: Leon (Frankston) up at Penn State,
gave little cameras to nursery school kids
and with just a minimum of instruction all
they had to do was press a little lever. He
was interested in what these kids photo-
graphed. I can’t think of a more exciting
experience than this. These nursery school
kids, three and a half year olds photograph-
ing things! We were talking about what kids
see. What they selected to photograph was
extremely interesting in Leon’s study. This
is a simple, almost foolproof way to get
media introduced.

Greenhill: I'd like to comment on this, too.
I think in most disciplines, we tend to re-
vere and work with the materials of a par-
ticular medium and it takes a long time to
learn the skills involved. In the field of us-
ing the media of the twentieth century, for
example the photographic medium, it was
very difficult indeed for people to use this
unless they were highly proficient and high-
ly skilled. But now, there are cameras, both
still and motion picture, which are auto-
matic, which take little technical skill to oper-
ate, so that a person can be given one of
these cameras and can use it to express his
perceptions in a way which wasn’t possible
just a few years ago. I would like to surport
the idea that people in the field of art ought
to consider photography as a means of re-
cording impressions as something that they
can and should encourage their students to
work with.

isner: May I just try to raise a practical -

problem; I think Ray has suggested that if
we identify some problems maybe this will
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facilitate our work here. One of the things
that schools do in the academic subject areas
is more or less systematically evaluate stu-
dent perfoermance over time and to main-
tain records of that performance for use
by the professional staff. These perform-
ance scores are passed on from elementary
school to junior high to senior high and they
are also transferred out to colleges for assess-
ment purposes. Now, we’re concerned with
the problems of evaluation of art in schools
as well, but we don’t have comparable types
of evaluation procedure outside of art
grades that might be in the cumulative
record file. If we were intevested in ac-
quiring not a letter as an assessment of
performance, but visual equivalents how
could we in a school acquire a visual record
of a student’s performance in painting, in
sculpture, in graphics, that could be used to
apprise teachers of performance levels of
students which would provide a longitudinal
record of development, which could provide
students with feedback of development of
their own performance and growth in this
area which they frequently underestimate
because they don’t recollect the more primi-
tive and less skilled levels at which they
were performing in the past and which would
serve colleges and universities as an index
of high level or moderate level or low level
artistic productive performance? How can
we efficiently develop a type of record, evalu-
ation procedure, visual data that would give
professionals in art education and in educa-
tion generally a picture of the longitudinal
development of individual children and a pic-
ture of the productive skill of groups of chil-
dren in particular schools and in particular
school districts? Now this is a practical
kind of problem that I think, personally, if
solved would provide a very useful tool that
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we don’t now have. Is there anything in the
audio-visual area that might help us deal
with this problem of acquiring such a visual
record of the performance of our students?

Allen: I'll give a very simple answer, but
the first thing that pops into my mind, of
course, is the polaroid camera. If this is the
kind of thing you mean, Elliot, as the visual

record of performance, it is certainly possible

to take photographs with this or c*her kinds
of film and put these in a continuous cumula-
tive file. This is being done now in some
cases in speech development with the tape
recorder and you can certainly use the tool
of the camera to record art and preserve it
as tape is done to record and preserve sound.

Finn: Recent microfilm developments offer
possibilities. For instance, the Office of Ed-
ucation is going to have a docuraent service,
The price list came out yesterday and you
can get a seventeen page document from Bell
and Howell, who is the contractor in this
case, on microfische which is a little chip of
film. Seventeen pages costs you nine cents,
including postage. This card is tiny and
can be stuck in an envelope. Now color
would probably increase this by a factor
of perhaps as much as ten, but would cut
back with wide use to perhaps twice. There
are ways to put microfilm longitudinally on
objects like rulers so that you can flip in a
chip each year and at the end of twenty
years you have a thing about as long as a
foot rule and you could just run this through
a reader and you could see this longitudinal
development immediately. There are many
ways to read this and there are ways to
print from this microfilm chip electrostatic-
ally, in color, by the way. This again is
pretty highly experimental, but it can be

done and a little pressure in this direction
to indicate a little economic demand, and
you can have anything you want, and all
you’d have to do is to fight for ten years.
over what kind of records you want to keep.

Carpenter: I think there is another step
here. This question is a question of measure-
ment and of necessity this question is ex-
ceedingly difficult. It’s not going o be solved
in a short period of tinie and it is not going
to be solved by amateurs. It must be solved
by professionals. This is a field where we
have some very highly competent profession-
al organizations to whom you need to take
this problem. Educational Testing Service,
for example, has responded to the question
of how to evaluate English. Art educators
could appoach the Educational Testing Serv-
ice or the American Institute for Research
and ask them how to develop procedures
for evaluating whatever needs to be evaluat-
ed, whatever the objectives are? This is a
perfect example of a question that can be
asked in thirty seconds but which will require
ten years to solve.

Eisner: I don’t look at this as a mieasure-
ment problem, at least not primarily as a
measurement problem. You see, you could
use longitudinal data and instructional ma-
terial as a means of providing visual feed-
back to students concerning their own work
in this area. You could use lorgitudinal data
if you have adequate criteria to assess devel-
opment. That’s a different type of a use for
it and really I guess I was including both
of these sorts of things. My impression, by
the way, as far as Educational Testing
Service is concerned with respect to this
type of material, Ray, is that there are peo-
ple (I think) in the field of art education
who are more sophisticated in the assess-
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ment of visual materials probably than the
staff at'ETS. For example, Ken and people
at Penn State have done very subtle and
sophisticated work in the assessment of vis-
ual materials which go well beyond anything
that I've seen that ETS has put out. But, I
think that merely providing a means for the
visual recording of student performance in
the productive area of art and the utiliza-
tion of that record for students and teachers
as visual feedback of such performance
would provide a very important service in-
structionally for art education, and we don’t
do this now. The work is destroyed or taken
home and we don’t have those records, This
is what I was trying to get at.

Barkan: I can’t help being facetious about
this and I can’t help but agree with X num-
ber of persons in the audience who have in
one way or another expressed themselves
that we are too theoretical rather than prac-
tical. I think we’re putting our eye on the
wrong ball at times. How practical, how
operational is a venture such as the one we
are talking about? Look, a junior high school
teacher has at least five hundred kids. Many
a junior high school teacher works with
seven hundred kids a week. Now, do you
want to give that junior high school teacher
the job of photographing the work that the
kids are doing? That junior high school
teacher can’t carry on the operation that
she’s trying to do right now. It seems to
me if we want to use any of these media,
we want tc find and create the ways, invent
the ways of facilitating the work of teach-
ers, not put further burdens upon the efforts
of teachers now carrying on. This, by the
same token, is by no means a negative re-
Sponse to your emphasis on the need for bet-
ter evaluation. -
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Greenhill: I hate to stop a good discussion
like this, but the coffee is ready. I'd just
like to make two final comments. I think
that the first is that the more specifically
you state ysur problem, the more specifical-
ly you are apt to get some sort of helpful
answer; the more general and ambigucusly
you state your problem, the more general
and ambiguous the answer will be. The
second is that the resource people here are
going to be around for the next couple of
days. They have been sitting in on various
groups, but if any group would like to have
the services of any of the resource people
here, I am sure this can be arranged.
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GROUP SEMINAR REPORTS

REPGRT OF
CLASSROOM TEACHERS GROUP

Sister Mary Andre: As a result of our com-
bined considerations and contributions, we
offer the following proposals and recommen-
dations: -

I. We propose that concrete guidelines and
structure for multi-media art-learning areas
be formulated and tested. Such an area
might conceivably include equipment and
materials for:

1. Student self-instruction

2. A variety of single-concept film presen-
tations

3. Easily available technique and process
information and instruction

4. Visual presentation of visual concepts

5. Specific factual information

6. Immediate response to particular stu-
dent needs

7. Individual and specific motivation

8. Repetition of presentation

9. Variation of presentation

10. Diversified examples of specific pro-
cess or given materials

11. Student self-evaluation

12. Supplying particular interests

Such an area would make possible:

1. Direct teaching of skills and concepts
by the most effective means

2. Reinforcement of learning by repeated
presentation or by variation

3. Teaching tailored to student needs, in-
terests, and abilities

4. A wider range of teacher operations
and availability

5. An “extension” of the teacher’s func-
tion

6. Freedom for the teacher to exercise a

person-to-person (or one-to-one) direction.

7. An increase in the scope of instructicn

Such an area could also, ideally, stimulate
the teacher to examine traditional content,
methods, and objectives, re-evaluating them
and revising wherever necessary. It could
lead to recognition of the changing role of
the teacher in the classroom, to in*erest j.
profitable research, and to greatly improved
art programs. In addition we feel that the
need for a multi-media learning approach
area is particularly great in the art situation,
since it is probably true that the art teach-
er—more than any other—is expected to
work (and indeed must work) on a one-to-
one basis, This approach can make that ex-
pectation a practical reality.

II. We recommend that on the college and
university levels, the art-education courses
be re-evaluated and revised to provide in-
struction for the student teacher by means
of the media available. The actual use of
these media in these courses as vehicles of
instruction would be more effective than
separate AV courses which would only add
to the burden of what is already required
and would certainly be less relevant. (We
tend to teach as we have been taught.)

ITII. We recommend that summer workshops
or institutes be planned and made available
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for the purpose of bringing together the
technologists and the art educators on an
operational level where, threugh mutual as-
sistance, the range, variety, and application
of machines and learning media can be ex-
plored and evaluated in terms of the needs,
objectives, content, and range of art educa-
tion. In this matter we foresee particular
need for adequate preparation of both the
content and the personnel of such an insti-
tute.

IV. We suggest that, in cooperation with ed-
ucators in areas other than art, a study be
made of the possibility of broadening the
scope of art education by means of the avail-
able media in terms of presenting it to the
non-ait student in the school situation.

REPORT OF
SUPERVISORS GROUP

Albert Hurwitz: The supervisors group in
its first three meetings, progressed to stages
which could only be described in terms of self

- expressive therapy shot through with honest

confusion. After the personal introductions
came numerous discussions regarding pro-
fessional needs and problems until eventu.
ally we were ready to explore cautiously
each of the four papers presented. Ultimate-
ly, we had no recourse, but to search for a
definite sense of structure. Certain general
concerns began to evidence themselves.
These were in turn organized into a series
of suggestions and beliefs. We felt that these
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could possibly provide the basis for new di-
rections in the area of instructioral media
as it might apply to our own individual
school systems. '

1t was felt that one aspect of the problem
of dissemination could be served by our pro-
viding local hoards of education and school
administrators with some suggestions rep-
resenting not only the consensus of the super-
visors’ group, but of the media specialists
and indeed the entire personnel involved in
this conference. Many of these positions
are action oriented and we are fully aware
of the implications of this, and that to be
fully effective thay must be related to es-
tablished goals in art education. Indeed any
media must be assessed eventually in light
of the framework of sound curricular objec-
tives, which brings us to the kind of state-
ment that the entire group wanted to make
as to what is really the main subject of the
conference.

Our focus should be on today’s child. That
individual, who wili in his lifetime face an
increasingly complex world, prone to rapid
change. It is imperative today that educators
in our time realistically attend to the com-
plexity of the society within which our
youngsters will be expected to funetion. Cur
nation, in fact, the world, has changed from
a communal to a mass societal structure.
Concepts of the family unit, of voecational
measure, personal community responsibility,
and a man’s potential as a creative fully func-
tioning being have also undergone a change.
All of this has implications for restructur-
ing our schools, necessitating in many cases
total changes within them and effecting such
diverse elements as staff, physical plant,
curriculum, scheduling, budget, and com-
munity involvements. The role of newer
media in this learning situation is natural
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and implicit. Multimedia must serve multi
needs. The role of the art educator in this
learning situation presents an inevitable
parallel. Art educators must, therefore,
serve multi needs. The underlying intent of
our proposals is tc¢ serve the child as a com-
plex problem solver in an emerging complex
society. We, therefore, propose that school
plants be designed to reinforce inter-rela-
tionships between traditionally isolated sub-
ject areas, that emphasis be put on such
things as cooperative teaching and teacher-
for learning be flexible, child centered and
pupil team arrangements, that the climate
non-graded.

The aforementioned proposals need to be
implemented by a multiplicity of media ap-
propriate to serve a variety of needs as they
arise. We need rooms that are designed to
encourage experimentation as well as to pro-
vide adequate space for. studio production
and appreciation needs. These should in-
clude facilities for working with sound, kin-
esthetics, language, drama, music and the
dance. They should provide a range of op-
portunity for the child to work through all
of his senses from the tactile to the olefac-
tory. '

As to dissemination of this conference,
we suggest that the proceedings of this con-
ference be directed as intensively as possi-
ble to all organizations within the education-
al community as well as to our own mem-

crship. In addition to communications
through conventional channels such as pro-
fessional periodicals, newsletters etc., seri-
ous consideration be given to the produc-
tion of the visual statement Jdesigned to state
the ideas generated by chis meeting. We,
in turn pledge our efforts to disseminate
what we have gained through the means
at our disposal, through our contacts with

teachers, administrators and the community
at large.

The problem of accessibility to both new
and traditional media is related to that of
decentralization, and as Dr. Finn nointed
out, this in turn is also related to outmoded
concepts of administrative structure. We
recognize at least two distinct approaches
here. Within the larger school district, it
is recommended that centralized locations be
continued and encouraged to display, main-
tain and distribute those items and equip-
ment that would be best served from a com-
mon pool: films, large reproductions, suit-
case exhibits and original art works. The
need of the individual school center, however,
may best be served by having in its own li-
brary, small reproductions, slides, filmstrips,
adequate library facilities, etc. Until ade-
quate funds can become available for such
aids to be set up in each school, art teachers
and supervisors should be concerned with
preparing acquisition plans for principals
and librarians to consider. An appendix to
this suggestion offers a sample list of mini-
mal requirements needed to make admini-
strators aware of what today’s art teacher
needs to make her program more effective.

It has been suggested that the art educa-
tor serving in a leadership capacity is herein
to be referred to as the art supervisor. We
had a little semantic problem at this point
as to just what exactly to call ourselves in
order to be considered as a working mem-
ber of a school planning committee, to go
beyond the area of consultant. The time
has come for all school systems to recognize
the unique and indeed pivotal position of
the art supervisor as the one person in the
school community most capable of welding
facilities to architecture, of materials to cur-
riculum and of all of these to the needs of
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children and their teachers. Our position in
planning with the Director of Instractional
Media in their budgeting and their purchas-
ing tasks are of equal concern to us.

We endorse Dr. Eisner’s suggestion re-
garding the use of new media devices for the
recording of information of students’ devel.
opment in art. While at this time the de-
tails of such a proposal are not any clearer
in our minds than they are in his, this in
no way invalidates the truly exciting pos-
sibilities inherent in any idea which can
give teachers a fresh view of the child.

We concur with Dr. Allen that instruectional
media have not been fully utilized as a source
cf learning activity for students in the art
room and many of us will have indeed, to
seek ways to educate ourselves before speak-
ing to teachers of the values of new uses of
the camera, photographs, or movies in the
classrooms, filmstrips, tapes and slides for
projents, etc, Art supervisors, in short are
interested in means and ends as well as in
the subtle processes through which these are
absorbed into the wide spectrum of existent
educational organizations. While some of
these suggestions will not apply to all school
systems, others may just provide the wedge
to effect the policy change needed at our
place in time.

I will now give you a very brief one m*2-
ute run-down on a series of five proj. cts
proposed or put into action which will give
you some idea of our supervisors approach
to the use of media. I'll begin with my-
self because I was working on the smallest
scale with one school and one teacher and in
this instance, we used the making of a film
as a part of a self study school project in an
elementary school. The art teacher working
with students, teachers, principal and mem-
bers of the PTA worked a full year to do
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this film. They could not have done it with-
out really examining what they had or what
they ought to be having and they had to re-
late it to goals. They had to do a little research
and they found that if the goal said such and
such it ought to be considered and if it had pre-
viously not been -considered, they found
themselves considering it and putting it in-
to the film. This was a means to get the
teacher and the school community to regard
their program with greater objactivity and
to bring some new values to the program.
S0, let us go to Rosemary Beymer who will
show you how she used media for an :n-
service strategy.

Beymer: Having some 18C9 eiementary class-
room teachers in self-contained classrooms,
we have a problem of gettine our message
over to them. Using the closed circuit of
the school channel of the Kansas City, Mis-
souri school district, KCSD TV, all city
staff meetings have been conductad over this
medium, held from 3:15 to 8:45. The staff
can receive the telecast in a relaxed atmos-
phere, viewed in schools by the entire staff
or by smaller groups in their own class-
rooms.

Recently I was scheduled to present the
new publication on art education for the ele-
mentary grades in six meetings over a peri-
od of eight veeks. This way of presenting
new material is an extremely valuable de-
vice for showing examples of quality, dis-
cussing ideas, not wasting too much time
getting there and avoiding the problems of
parking and all those other problems that
teachers have. Since they have many, many
pressures during the school day it is a help
to have them attend it in a relaxed position.
We found it very valuable, and now all our



teachers meetings and new reading materials,
new curricular materials and so forth are
presented this way to the whole staff.

Swider: We have found in supervision, and
I am sure most art teachers can confirm the
fact that even though a school system might
have an audio-visual department where all
films and filmstrips are centrally located,
our teachers very seldom will take the time
or the effort to go to this central place to
check out these materials. Our particular
plan was to provide a basic art kit for the
seventh grade and in starting in this partic-
ular grade level to give each teacher a set
of slides, filmstrips and the materials that
do not necessarily cost a great deal and by
letting them have the opportunity of show-
ing these in connection with actual lab proj-
Jects that each teacher would normally have.
To tie in the uses of this material as audio-
visual aids, we tried this in one particuiar
course and found that the teachers not only
appreciated the particular service, but added
to it and created a great interest in using
other media in developing their plans for
the seventh grade art appreciation course.
We found that this, first of all, helped create
an understanding of how the basic elements
are inter-related, and second, applied the
understanding to any work of art ap-
proached in this study, and third, it offered
these eicmiiics to the pupil in the form of a
simple lesson plan and facilitated the learn-
ing that took place. Recently we’ve gone
from one school and curriculum change on
one grade level to cutting across the board

to see how instructional media affects a com- -

plete school system.

Larkin: This was a saturation attempt to

provide enrichment through art to a large
city school system with a rather sick art
program, still with a temperature, but im-
proving. There were four approaches 1)
The sixteen program television series on art
appreciation, based on the collection of the St.
Louis Art Museum and forms of the city—
purpose: to become aware. 2) A twelve min-
ute movie, “Sources of Art,” based on the
city art museum collections and forms of the
city—purpose : to become aware and to help
the child to see relationships in these en-
vironments to art. 3) Experimentation in
eight millimeter cartridge film leop learning,
primarily to relieve teacher load and to
teach single cuncepts. 4) Experimental proj-
ect “Pak-a-Pic.” Thirty to thirty-five large
reproductions of art from the cave to mod-
ern times, placed in seven schools in the
libraries to be checked out for two weeks
by children ; reproductions are dry mounted,
sprayed with plastic and bound; information
about the artist researched by an art his-
torian and written in language children can
understand. Large canvas bags, government
surplus, were provided for the children to
carry pictures to and from the home—pur-
pose: to get art into homes where not even
a newspaper exists. Art, carefully selected
and framed, is placed in each new St. Louis
school, approximately one thousand dollars
per school and it is slipped in under the
furniture budget. We now call it furnish-
ings. Thirty-five older St. Louis schools have
new framed art collections purchased
through PTA funds or school incidental
funds. Attendance at the St. Louis City Art
Museum by public school children has grown
from two thousand five years ago to thirty-
five thousand as of this year on a regular
basis. Qutlook: slow but hopeful.
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Hurwitz: These four reports represent
projects that are in action now. For the
final one, we are going to allow our imagi-
nations to soar and we will dream awhile
with Jeanne Palmer.

Palmer: Our project might best be intro-
duced by a quotation credited to Dr. Walter
Stone, former director of Educational Media
Branch in the U. S. Office of Education.
“Too many students, too few teachers, in-
adequate buildings, too much to be learned
in too short a time.” This is the crisis that
has encouraged the development of new in-
structional methods and materials which en-
able students at all levels to assume more
responsibility for their own learning. We
simply do not have 2dequate centers for pre-
view housing or the use of modern learning
resources. If you have been caught up in
this problem, even trying to work in the
field of humanities, you can join spiritually
with a University of California art educa-
tor, Dr. Mark Luca, an architect, an an-
thropologist who was also an editor of the
Golden Book Encyclopedia, and myself as a
public school art supervisor, as we face this
composite problem within the humanities
and looked upon art as the bridge between
the humanities and the sciences.

The following dream developed. We are
very hopeful that at the local school level
and at the county level and certainly at the
regional level, we can develop ways to im-
prove the understanding and teaching of
man’s cultural history through the use of
extensive resource materials, imaginative in-
structional methods and the most advanced
technology. The emphasis will be on the arts
and humanities, such as art, architecture,
literature, music, theater, the dance, history,
anthropology, religion, history of science
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and on inter-disciplinary relationships. The
ultimate goal is innovative instructional pro-
grams to show the inter-relation of time and
space in the growth and gevelopment of hu-
man cultures. We wish to utilize scientifical-
ly designed envoronment where learning will
include architecturally integrated displays,
auto-instructional devices, information re-
trieval systems and program techniques in
combiration. To put it simply, wouldn’t it
be exciting if we could stand in a certain -
time, in a certain place in the world and be
able to reach out and touch the electronic
devices that could bring into focus for us
the interrelationships of the music, the art,
the history, the whole total program for
that period of time and space.

We would also like to have the individual
or groups be able to move in time around
the world to do comparative study in that
element of time. We would also like to have
them be able to follow in space on a con-
tinental area, the cultural patterns as they
developed through time. So, under one roof,
Wwe are envisioning comprehensive reference
data and resource collections, advanced teach.-
ing aids and educational exhibits for in-
quiry training and learner participation
which will be coordinated by competitive
programmers and operated with imagina-
tion and responsible concern for understand-
ing and enjoyment in the learning process.
Innovative demonstrations will employ mul-
ti-projections, sound accompaniments in
closed circuit television to offer curriculum
related enrichmer¢ programs for elementary
and secondary schools and the college level.
Information and materials gathered, tech-
niques explored and evaluated, and exempla-
ry demonstrations will be almost exclusively
directed towards innovative programs.

St Sl e L B AR S Sttt et S e e AR DI s L



T T Y G T LA R S R 1

R TSP W PO Rt o s ettt i B i i e ian S G

REPORT OF
HIGHER EDUCATION GROUP

Jerome Hausman: From the outset, it was
clear to the group seminar on Higher Edu-
cation that discussion of the uses of newer
media is more than a matter of logistics.
~Behind the operational difficulties in using
our current technologies are the larger prob.
lems of concepts and vaiues that will give
direction to the specific programs we under-
take. The selection and utilization of edu-
cational media (to say nothing of creating
new instructional forms) can only take place
in relation to the nature of the content of
the disciplines we seek to develop.

To speak of higher education, media, and
the visual arts is to speak of many things.
Our approach to the problems of higher edu-
cation spanned the broad area of teaching
art in colleges, universities, and continuing
education programs. By implication, we
touched upon problems of elementary and
secondary school art education. Our approach
to media was carried on in recognition of
the diverse possibilities that are now emerg-
ing for communicating ideas. The media
for transmitting visual and auditory mes-
sages have multiplied, what has not grown
as dramatically is the capacity to under-
stand and deal with these messages.

Perhaps of greater importance in con-
fronting problems of instructional media and
art in higher education is the tremendous
change that has and is taking place in the
forms of art and conceptions of art educa-
tion. One has but to look at the growth of
art departments and programs across the
country as an index of such change. Of even
more importance, one has but to look at the
greater recognition and awareness of visual
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forms and structures for embodying human
needs and conveying ideas and feelings. The
concerns of art programs in higher educa-
tion teuch wupon architecture, products,
film, and graphic design as well as the studio
disciplines of painting, sculpture, printmak-
ing, and the crafts. Art in higher education
seeks the development of historical and eriti-
cal awareness in which art forms serve as
the primary referents. The content for teach-
ing draws upen the emerging imagery of
today’s art as well as the traditions out of
which it grows. Whether one is dealing
with the art of the past or the present,
(whether one is making his own art form
or viewing the work of others) the student
shouid be confronted with the task of mak-
ing qualitative judgments.

With this as general background the
group turned to specific presentations de-
scribing projects now being contemplated
or underway involving the use of media. I
will summarize these reports in the se,uence

‘in which they were presented :

John Cataldo described a project involv-
ing a multi-media visval instrument. Essen-
tially his idea is that of multi-media coordi-
nating studio involving a visual resource
library and a composing studio in -which
images can be brought together and yloced
in juxtaposition. The project is one that
grows out of his work in graphic communi-
cations. The purpose of the insirument is
to enable students to draw upon a vast store
of imagery as a resource for their own cre-
ative solutions. Visual information (organ-
ized under three major categories: cognitive,
what we know ; perceptual, what we see; and
psychological, what we feel) would be placed
in a storage retrieval unit. These images
would be drawn from museums and gal-
leries, as well as other sources of visual in-
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formation (our mass media, photographs,
films, etc.). The images would also be cate-
gorized within large thematic headings : peo-
ble at play; death; trees; conflict; celebra-
tion; etc. A key problem in the teaching
of art is that of helping students to deal
with multiple possibilities instead of linear
stereotyped sclutions. Students need to be
helped to see the poetic and imaginative as-
Pects of ideas; they need to learn to tolerate
the amiguity of multiple possibiities. What
is projected by Cataldo is not an insturment
for ready-made answers; rather it suggests
an imaginative means for the utilizaticn of
our technology toward opening a greater
range and variation of possibilities for the
student’s finding his own solutions.

James Schwalbach’s problem presentation
could be placed in the context of continuing
education of adults in a rural economically
deprived area. His presentation gave added
emphasis to the critical need for the atten-
tion of art educators to the problems of de-
veloping taste and standards in relation to
the values now operatiiig in small eraft in-
dustries. Specifically, he is involvad with a
problem of upgrading the design and pro-
duction potential for about two thousanrd
people working in a home craft problem.
Working over a large geographical area with
a very limited staff, he has turned to the
utilization of a two-way telephone system
and slide viewers as means for communica-
tion. Following initial conferences between
the designer and the home producer, fur-
ther exchanges take place through the mail-
ing of slides and other information followed
by a telephone conference. This project rep-
presents an example of how our technology
can be utilized in relation to the pressures
of time and the problems of distance. [t
places emphasis upon certain areas of serv-
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ice that, at one time, were out of our “reach”.
What lies ahead is the tremendously diffi-
cult task of dealing with a relatively naive
and unsophisticated (and artistically illiter-
ate) population. Heretofore, this kind of
problem could not be tackled because there
were few possibilities for professional con-
tacrt. Doubtless, the developments in closed
circuit telecasts, the availability of films,
recordings, etc. as well as the utilization
of telephone communications will ‘end to
bring our isolated areas closer to the flux
of ideas and hopefully improved solutions.

Harry Guillaume’s presentation dealt with
the exploration of multi-media approaches
to large group instruction. He expressed
concern for developing an enlarged and en-
riched visual vocabulary in the arts. Given
the enrollment pressures of a state college,
the problems of teaching become compound-
ed. In order that we continue to give more
individualized instruction (where such in-
struction is necessary and desirable) it is
important that we evaluate and explore pos-
sibilities for effective large group instrue-
tion to handle the increasing numbers of
students. By developing a coordinated group-
ing of materials—slides, films, recordings
and organizing these materials in sequen-
tial clusters, Guillaume projected possibili-
ties for the teaching of a number of courses.
The project is one in which he is placing
emphasis upon the educational advantages
of uniqueness in presentation. He is under-
taking this project with the expectation that
it may be possible to affect more significant
changes in attitude and knowledge about
the arts through a multi-media approach to
teaching. ‘

Leon Frankston’s project deals with the

utilization of a video tape recorder in work-
ing with his student teaching pre- am.
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iis presentation suggested a range of ideas
and considerations made possible by the re-
corder: 1) Obviously, the opportunity to see
oneself (however rainful it might be) pro-
vides an invaiuable point of reference for
analyzing one’s effectiveness in the class-
room. Students working in a classroom situ-
ation can “step out of themselves and be-
come observers” of their own behaviors:
they can see their students and their actions
from another vantage point. 2) The video-
tape provides opportunities for comparing
different “models” of the teacher in relation
to particular teaching goals. Thus Frank-
ston is now able to compare different teach-
ing strategies (for example, how two art
teachers might approach a discussion of still
life painting) : he is also able to analyze and
compare differing teaching personalities.
The project is one that offers a great po-
tential in projecting and comparing differ-
ent models of behavior; different ways of
acting. It also offers the potential of de-
veloping a resource library of video tapes to

used in the education of potential
teachers.

David Manzella’s project (while placed in
the setting of ar. elementary school) is one
that suggests possibilities for art education
at all levels. Specifically, he discussed the
problem of heightening perceptual aware-
ness through the utilization of photography;
in this case, a polaroid camera. The em-
phasis of his project is that of helning stu-
dents to see with greater sensitivity and
discrimination through utilizing the medium
of photography. The working hypotheses be-
hind this study is that the business of iso-
lating and composing with the camera can
significantly heighten perceptual awareness.
It is also hypothesized that students who
are otherwise disinterested in art or con-

cerned with an effeminate image of art will
have an eagerness to learn through the use
of the photographic medium.

Our last presentation by Norman Beoth-
by dealt with the development of films that
seek to encourage an environment for self-
discovery. These films are conceived as vis-
ual teaching materials that derive from
broad concepts about art forms rather than
a how-to-do-it orientation. Thus far, the
units developed are an Orientation to the
Visual Arts—Clay as a Material, Printmak-
ing, Weaving, Sculpture, Painting, and Pho-
tography. Each film unit is conceived as
part of a total program of modular units
80 that they can be arranged and sequenced
by individual teachers in terms of their
needs and purposes. The project, when
completed, will total thirty-five units. Over-
all, Boothby’s effort represents a venture in
which film making is being undertaken in
relation to teaching goals.

Given more time, there could have been
more extended discussion of each of the re-
ports made; there could have been oppor-
tunities for others in our group to describe
the work they are doing.

Overall, the presentations serve as ex-
amples of the activities now underway in
the area of utilizing instructional media in
relation to art education in the area of high-
er education. There was consensus that we

are only at the threshold of new and excit-

ing developments in the utilization of tech-
nology to enhance the teaching of art. We
would hope that efforts can be undertaken
by the National Art Education Association
in cooperation with other appropriate agen-
cies in organizing, evaluating, and dissem-
inating information about new films, video
tapes, and other programs. Most institu-
tions are limited in the resources that they
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can bring to bear in innovation programs
and conducting research in this field. We
would hope that through the efforts of our
association means can be found to support
such undertaking. One of our members, Leon
Frankston, suggested the formation of an
Interdigciplinary Committee on Instruction-
al Technology and Art Education. This
committee would be composed of represen-
tatives of the NAEA, the Department of
Audio-Visual Instruction, and other appro-
priate representatives. What we would deem
as being most important is that the work
initiated and interests stimulated by this
conference find some resources for continu-
ation.

REPORT OF
RESEARCH GROUP

Robert Paxson: (Speaker played tape re-
cording and showed slides.) This gives you
the feeling of the space cell that they were
talking about this morning. They say it
doesn’t work but we have faith in it. The
research committee has attempted here to
write a report and also to combine some or
several media together and we're going to
attempt that this morning. It is manda-
tory that in dealing with effective instruec-
tional techniques in art education which
would involve media of various kinds, that
objectives be determined first, because the
instructional continuum is objective, method,
evaluation. Method and evaluation are funec-
tions of the objective. Neither method nor
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evaluation have any meaning without ob-
jectives, Media must be selected as opera-
tionally affecting the achievements of speci-
fic objectives. This does no’ mear that long
range goals or objectives are dismissed. For
example, we find it highly desirable to learn
to develop aesthetic sensibility, but we would
find that this particular objective is too
complex and extremely difficult to measure.
Since we are speaking of objectives in
operational terms, it would be highly essen-
tial for us to consider intermediate or specific
objectives within the functional sequences
of testable hypotheses. Intermediate or spe-
cific objectives, in the development of aes-
thetic sensibilities might be exemplified in
terms of the film “Discovering Light and
Dark” where the specific objective may be to
identify the three specific aspects of light-
ness and darkness presented in the film. We
may infer that a nnmber of successive ap-
proximations, utilizing this one example as
well as high level objectives, might be neces-
sary to affect the behavioral aspects found
in aesthetic sensibility. This process is ex-
tremely complex and we should recognize
this factor in both research and instruc-
tional application. One assumption of the
research committee therefore is that instru-
ments and goals are inseparable. The possi-
bility, moreover, must be entertained that
several types of instruments may significant-
ly affect the content of learning and further-
more something may be occurring which re-
verses this condition. The learning process
of the child, for example, may require
a spiral aprroach. Further, a concept may
need to be presented in different ways as
more sophisticated levels are reached, de-
manding automation of media within the
organization of instructional modes.

The committee felt that we need to ex-
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amine a medium in terms of objective se-
quences of meaning. Media and intent must
be appropriately related, one to the other,
and the effect tested upon those who are in-
fluenced in the learning episode. Given some
specific context to behavioral objectives, aes-
thetic elements of a medium must be piece
scored to be tested in some dynamic way if
research is to be meaningful and contribute
to future application. Further, we need to
consider qualitative as well as quantitative
aspects of the medium which affect in some
significant way the learning episcdes. For
example, several versions of the same con-
tent may be presented with the notion of
multi-variable factor analysis locating rela-
tionships existing within a complex sequence
of elements, structures and events.

One prcblem area which appears to lend
itself to research in art education and media
is concerned with the nature of instruments
and their effective uses in visual aesthetic
education. Further, we need to consider the
nature of instruments and their uses in basic
research. Some directions for investigation
have been offered by media consultants from
the U.S. Office of Education. Art educa-
tors would possibly include other areas of
investigation. Their point of view needs ex-
pangion. The media consultants would in-
clude the following: 1) Meaningful verbal
learning. Example: to what extent does the
concept burden of a film influence learning?
2) Measurement of responses to instructional
media. Example: what kinds of overt or
covert responses are most appropriate to the
eventual objectives. Should responses be re-
inforced and in what way should they be
reinforced? 8) Picture word interaction.
Example: how do pictures interfere with
art instruction? 4) Sequencing and organi-
zation or patterning of instrument which

carries content. Example: to what extent
does changing the order of inforination af-
fect learning?

Other considerations made by the com-
mittee are: 1) a relationship between the
discursive aspects of visual mediz. For ex-
ample: in a teaching film should the aes-
thetic dimension dominate the cognitive as-
pects? 2) Does evidence of learning exist as
a result of producing media? Example: is
learning implemented by using a guided dis-
covery method with the student producing
his own material? 8) The systems approach
to development of media. Example: how can
teams of experts, including computer and
media specialists with art specialists oper-
ate with these new systems? Talking of the
team, art specialists may need to consider
how important is the use of real objects,
models, films, slides, program materials in
being implemental in a unified approach
to learning at different learning levels in
terms of age and possibly cultural depriva-
tion as well as other areas of consideration.
4) The inlluence of media on the learner.
Example: what are the influences and
strategies effecting creation and recreation
in terms of the work of art when specific
media are employed? In terms of this ques-
tion, you may need to consider the interpre-
tive, repletive, appelative, associative uses
of learning, established within the emphasis
of media. 5) Instrumentation for multiple
versions of media with the same behavioral
objectives. Example: what about shorter
and longer versions of the same movie?
6) Functions of presence or absence of
teacher in presentation of instructional me-
dia. Example: should a teacher be present
or absent in the presentation of instructional
media. 7) Alternatives to large class sizes.
Example : information booths, single studios,
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and a question of other facilities which may
be included.

Under the category of research summa-
tion the committee stressed the following:
1) There is a need to establish operationa:
vocabulary to let us know the different
meanings of the term “medium” as held be-
tween art people and media experts. 2)
Establishment of a National Media Center
using a team of experts in various areas znd
having art educators involved on the plan-
ning and decision levels. Two functions of
such a center might be: a) basic research,
b) to produce film or other expensive items
which require innovative packaging and
time. 3) Establishment of regional research
centers with a team of experts to act as in-
terpreters of research and provide data from
various sources held as part of the regional
centers. There should be a provision for
mobile art galleries which would be guided
by objectives. Further research is needed as
to the way to package the various real ob-
jects, films, showing processes, programmed
learning, teaching machines and other self
teaching aids if the mobile unit is to be
effective. 4) Rewrite descriptions of those
films and find ways to relate them to the be-
havioral objectives for the ease of the teach-
er receiving before rumning or procuring
filmstrips or films.

In conclusion, it is the belief of the com-
mittee that if the foregoing considerations
are given serious attention by media re-
searchers, then the purpose of this confer-
ence will have been at least partially ful-
filled. That is—to explore as deeply and
systematically as possible the efforts of those
who teach and of those who learn in the
field of the arts, We would also caution that
our explorations invelve risks of failures and
that complete success is rare.
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EVALUATION SUMMARY

L. P. Greenhill, Pennsylvania State University

My roi: as I have interpreted it has been to
observe the proceedings of the conference,
to keep an eye on the stated objectives and
to make suggestions. I have, therefore, acted
more as an observer than as a participant,
have attended the main sessions and parts
of the group meetings, and have met each
evening with the planning committee in or-
der to make suggestions. In addition, I have
talked with a good number of the individual
participants. First, I would like to review
my overall impressions of the conference.

Reaction to general format and content

I would classify the general format and
content of the conference as “above aver-

age”.

a) The papers: The papers by the media

resource people were of high quality and
ranged from presentations of theoretical
propositions to practical applications of me-
dia. However, the emphasis was on general
principles rather than the solution of spe-
cific problems in art education. In fact, one
of the main difficulties of the conference
seemed to be in the defining of problems
faced by art educators.

b) The discussion groups: The discussion
groups provided an opportunity for individ-
uals with common interests to discuss the
position papers and attempt to translate
their meaning and implications into the so-
lutions of problems of concern to art educa-
tors. '

These groups were slow in getting started,
as might be expected, but they quickly came
to grips with the problems and possibilities
of using media in art education and have

come up with some very good recommenda-
tions.

One major area of confusion in several of
the discussion groups related to the ques-
tion of “objectives” in art education. Art
educators have been accustomed to stating
objectives in rather general terms, such as
“to develop aesthetic awareness” or “crea-
tivity” on the part of children. If you are
expecting to change behavior it is going to
be necessary for you to define what kinds of
behavior you wish to produce. While you
may not agree on objectives of art education
as a group, you should each spell out for
yourselves a set of operational objectives of
your own, in terms of what you want your
learners to be able to do as a result of par-
ticipation in your classes.

c) Films and television: There was a rich
diet of films which relate to art education.
Some of these appeared to me t{o be very
good and useful for teaching art history, art
appreciation and other forms of perceptual
descrimination, as well as a variety of art
techniques. Some showed the use of films as
& medium of expression or an art form as
used by young people. Some of the films were
undoubtedly less good.

The value of the film showing might have
been enhanced if the authors (some of whom
were in the audience) could have stated their
purposes and discussed ways in which they
have used the films. ‘

It was unfortunate that arrangements
could not be made to show most of the tele-
vision programs that were brought or sub-
mitted to the conference. Much exciting
work is being done in the fizld of art educa-
tion by means of television. it would have
been good to sec a variety of exampies. Per-
haps arrangements could have been made
with the Washington ETV station to pro-
vide videotape playback time st reasonahle
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cost for one evening.

It should be noted in passing that the
conference suffered more than its fair share
of equipment problems. This was regrettable

and may have had an adverse effect on some
potential media users.

Reactions to organization of conference

a) Program arrangements: The plans for
the conference provided for regular meet-
ings of the planning committee each eve-
ning so that changes in program could be
made if necessary. This plan provided a
good measure of flexibility, and certain

changes in program were made during the
conference.

It is my personal opinion that the con-
ference was too tightly scheduled. Five
days and nights of papers and discussion
can result in mental indigestion and loss of
efficiency. More “breaks” and changes of
pace should have been planned, particularly
to take advantage of visiting the very rich
resources for art education which exist in
Washington. The planning committee at-
tempted to correct this situation by giving
participants & free afterncon on Wednesday.
At least one social event, such as a dinner,
might have been planned and there might
have been more time available for informal
disctlzssions among small groups of partici-
pants.

b) The participants: The participants
came from diverse backgrounds and exem-
plified a wide range of interests and experi-
ence. This was good. People who do not
ordinarily have sufficient opportunity to
meet and discuss mutual problems had an
opportunity of exchunging ideas.

While there seemed to be a good balance
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between instructional media specialists and
art educators, different philosophies and use
of terminology sometimes caused ditficulties
in communications. This is not unusual, and
probably represents a typical starting point
for such conferences, Follow-up conferences
might be confined to groups with more
homogeneous interests. For example, the
teachers and supervisors seem to be in need
of specialized media institutes (such as the
NDEA Educational Media Institutes) which
will focus on classroom problems and the
use of media for dealing with them in prac-
tical ways.

The people engaged in preparation of art
teachers need some conferences on curricu-
lum analysis and development, and the de-
velopment and evaluation of instructional
media for use in these curricula.

There is also apparently a need for a re-
search seminar during wvhich art educators
who are interested in basic research in their
field could come together to define problems,
formulate hypotheses, and design experi-
ments to test them. I personally was pleased
with the ideas and suggestions that came
out of the group meetings.

¢) Facilities for conference: The meet-
ing rooms and the meal facilities in the
NEA building were good. The displays of
equipment and instructional materials were
also quite good. The participants might have
had more time to take advantage of the art
resources of Washington, D. C. and more
use might have been made of representatives
from the Federa! Government, to explain,
for example, the provisions in federal legis-
lation that provide funds to support the de-
velopment or acquisition of instructional
media and equipment for use in art educa-
tion at various levels.




d) Post conference evaluation: 1 would
like to propose that the Project Director
undertake a post conference evaluation by
contacting the participants a couple of
months or so after the conference in order
to obtain their views about (a) the strong
points of the seminaz, (b) how the seminar
might have been improved, and (c) what
applications of instructional media they
have been able to make or plan to make as
a result of the conference.

Highlights of the conference

May I conclude my comments by attempt-
ing to summarize what seem to me to be
the highlights of the conference’s delibera-
tions.

a) Instructional media can be usefully
employed in many aspects of art education
ranging from the teaching of techniques
with continuous film loops to the sharpen-
ing of perceptual discriminations and the
teaching of aesthetic appreciations.

b) The solution of problems in art educa-
tion requires a team approach in which me-
dia specialists and art educators interact
and work together.

c) A systems approach to the use of in-
structional media is needed. This involves
the analysis and statement of instructional
objectives in terms of desired learner be-
havior, and the selection of an appropriate
pattern of learning experiences including a
variety of media and methods of using them
in order to achieve the desired objectives.
There should be evaluation feedback and re-
vision in order to improve the system. Non-
verbal testing methods are available. They

should be developed and used where appro-
priate.

d) Art educators need to sharpen up and
define their teaching objectives in terms of
what their learners should be able to do as
the result of a given art experience or series
of experiences.

e) More use could aund should be made of
motion pictures and still photography as
mnedia of crative expression and for improv-
ing the perceptual processes of our young
people.

f) There is a need for workshops or in-
stitutes for art teachers and their super-
visors with emphasis on the use,of media in
art education. Such workshops might be in-
cluded under the federal program of NDEA
Media Institutes.

g) Art educators can contribute towards
the development of more effective instruc-
ticnal media because of their knowledge of
the principles of visual perception and how
to present visual materials in an attractive
way to learners. This is needed for many
different ki.ids of instructional media rang-
ing from text books to television.

h) Much research is needed on instruc-
tional media in relation to art education.
There is a need for a series of research
seminars to define the problems. Perhaps a
National Art Zducation and Media Research
Center should be established as proposed by
Dr. Carpenter, or the needs for research in
art education might tie in with the Regional
Educational Research Centers now being es-
tablished in various parts of the nation.
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i) Arteducatorsshould broaden their over-
all goals. Because today’s children are tom-
morrow’s adults, art educators can make a
real contribution toward the development of
the great society—a society which may see
a major renaissance of the arts in America.
Children need to be taught visual literacy
so that they see the world around them.
This can contribute to the better use of leis-
ure, the relating of art to the home, to dress,
and especially to the community. Unfor-
tunately the environments in which we live
are often characterized by ugliness result-
ing from crass commercialism and lack of
taste instead of by beauty and order.

I noticed in the rear of this auditorium
an art education poster which bears the
slogan, “Through art children give form to
their imagination.” May I suggest that this
be revised to read, “Through art children
give form to society.”
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CONCLUSIONS AND RECOMMENDATIONS

Vincent Lanier, Project Director

Unlike the empirical research study, the
conclusions of this project are neither statis-
tical findings, nor, except in the loosest
sense, evidence of the plausibility of one or
several specific hypotheses. The project was
organized, sponsored and funded to examine
the impact, both realized and potential, of
educational technology on the teaching of
art and to disseminate the results of that
examination among the profession. In this
context, therefore, the conclusions of the
project are best stated under the headings
of “problems” defined and “recommenda-
tions” developed both during the symposium
and through other project activities.

The sources of these ideas can be found
in the four papers presented to the symposi-
um by the media specialists, the discussions
among the symposium participants and their
reports, and in the review of these and other
materials by the project director. It is ap-
propriate to repeat, therefore, that to some
degree this chapter represents the Judgment
of the auther, albeit a carefully considered
one. The ideas thus collected will be pre-
sented under the headings noted.

PROBLEMS

Technology and art education

If one assumes the position that Man must
make use of science and technology as two
of the most significant aspects of the culture
of today, then the application of educational
technology to the area of art education must
become a desirable paramount concern of
our profession. While many of us in this pro-
fession may become or may already be
frightened, suspicious, or concerned about

the impact of what is, or appears to be, an
alien approach to the area of art, there is no
possible escape from the influence of tech-
nological change. Like automation, nuclear
fission and the so-called explosion in popu-
lation, technology is a fact of existence, as
Kenneth Norberg puts it in his paper, “it
is there, inextricably woven into our lives.”
It must be faced, considered intelligently
and used for the betterment of human ex-
istence. It is of no avail to regret what is;
what we should do is te change what is for
the better. Art education cannot long re-
main an integral part of our cultural heri-
tage if it does not accept and employ those
means which technological change make ap-
propriate for other types of educational
activity. That this is eminently possible can
be supported by the information: brought
together during this project.

However, it is also necessary to temper
our enthusiastic embrace of media with cau-
tion, particularly since what we as educa-
tors think and consequently what we do can
influence the lives of young people. The
large scale adoption of media as method and
as material for the teaching of art will not
by itself solve all our problems, as has been
emphasized by William Allen in this report.
It cannot, for example, decide for us what
proportion of the elementary class time in
art should be devoted toc manipulative or
studio activities and how much to historical
or critical considerations. Nor can it select
the more effective of two alternative sequen-
ces in planning an art program for the kin-
dergarten child: to start with an emphasis
on the development of perceptual acuity or
to start with an over-riding concern for the
significant human questions to which the
arts address themselves. Problems such as
these, of which art education seems to have




more than a few, can only be solved by the
development of some type of theory and its
testing with children, whatever the nature
of the test situatiou or instrumentation. Un-
doubtedly the use of media can be of help
in solving these problems, since media can
proliferate both the alternatives we envision
and the richness of opportunity within each
of the alternatives.

The impact of the machine

A corollary issue for concern, voiced by C.R.
Carpenter in his paper is the question about
the tendency for machine mediated visual
experiences to alter both the character of an
aesthetic response and the autonomy of the
art teacher. These are unquestionably com-
plex issues and can only be explored at this
point rather than even operationally re-
soived. The first aspect of this general ques-
tion about the impact of machine mediated
visuar experience is perhaps the more diffi-
cult of the two since it is necessarily con-
cerned with the range of problems of au-
thenticity. Derivative questions iaclude the
differences in quality of aesthetic response as
between the experience of an original work
of art and its reproduction in some mechan-
ical or electronic form. Ultimately the philo-
sophical position from which the question
is approached has an influence on the answer
achieved. Without being partisan in this
area, one can assume a position based on the
credibility of a continuum of aesthetic re-
sponse to artistic stimuli. This type of po-
sition provides opportunity for individual
hierarchical ordering within the continuum
explored.

Nevertheless, the problems derived from
the authenticity of the machine mediated
image, while central and critical, cannot be
approached as if clear options existed be-
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tween machine mediated art images and
the total “natural” experience of viewing the
art original. It would seem that our growing
technological vigor imposes a vast increase
in the frequency of second and third gener-
ation images. Reproductions of a picce of
sculpture in a magazine, for example, nov
only are not the image of the art work, but
are not even the photograph of that work.
They are, indeed, the reproduction of that
photograph in the mass medium of the mag-
azine with all the attendant possible loss in
authenticity of image.

As media, both those in scheol use and
mass public use, become more widespread
and contain more reference to art, more of
the students and of the public in general
have access to what may be diluted, second
or third generation art stimuli. Again, there
is no merit in regretting this, nor is there
wisdom in denying it. It is simply a fact of
contemporary existence and must be faced
as such. What we can do, however, is to
try to determine its disadvantages for what
we conceive to be the proper growth of aes-
thetic response and attempt to eliminate
them. The youngster of nineteenth century
America either did not see the Louvre (and
the vast majority, of course, did not) or if
he did, he saw it for the first time in the
original. Today’s child can sit in his living
room and at a very early age observe the
Louvre and some of the art works in it on
the frequently poor image vehicle of the
television screen. I doubt if anyone would
seriously recommend eliminating such iele-
vision programs. The only reasonable alter-
native, therefore, is to make up for this dis-
advantage, if, in fact, there is any detri-
mental effect, as best we can, or to try to
turn it into an advantage. ,

An instance of this kind of loss may be
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the difficulty in exper.encing actual scale
in a work of art througl the machine medi-
ated image. A medieval manuscript meas-
uring some inches in the original can be ex-
aggerated in scale to some feet in tie pro-
jected slide with che consequent distortion
of some of the evocative qualities of that
type of art. In contivast, a life size piece of
sculpture reduced to a filmstrip projection
or an 815" x 11" reproduction may suffer a
.considerable loss of impact, in addition to
its containment in two dimensional form.
Ore possible technique which can be used
to lessen the distortions of scale, though
not to eliminate them, of course, is to dis-
play the work of art at least once in con-
junction with a familiar object. The sculp-

ture can be shown next to the figure of a

viewer, the manusecript near a ceramic bow]
of flowers.

As to the autonomy of the art teacher
within the framework of increased tech-
nological influence on art education, there
is little doubt that initial advances will pro-
mote some curtailment of freedom. Text-
books, curriculum guides or other tradition-
al materials also impose some restraints on
the content and methodology of what is
taught, though the range of choice is usually

80 great, that a considergble freedom does

exist. The preseiice of a body of media ma-
terials prefabricated, as it were, will initial-
ly restrict the art teacher’s activity by sim-
ply narrewing the range of choice. For ex-
ample, in teaching design through film, the
use of a particular terminology or set of
definitions does, in fact, curtail the auton-
omy of the art teacher by imposing con-
stiaints on his verbal and ideological lati-
tude.

However, as the number of media units,
74

that is films, filmstrips, slides, video tapes,

etc. increases, the scope of choice will, of
course, be far greater. Eventually there
should be a span of choice equal to that
which presently exists within the field of
repreductions of art work or borks on art.
At that point newer media may not have
as strong an impact on the autonomy of the
art teacher as they do now.

Perhaps a more critical matter of con-
cern in this area is the problem of the edu-
cational and artistic quality of prerared me-
dia materials, Just as with textbooks, there
are films, slides or programmed learning se-
quences in art which are educationally in-
effectual or even harmful, and others which
represent a poor technical quality of repro-
duction. What can be done to curtail the
use of these materials by teachers? One de-
vice is to organize some type of evaluation
procedure by one or several recognized ex-
perts and to disseminate the results of those
evaluations as widely as possible. This
would be similar to the present system of
having a prominent art educator review
books on art or art education and publish-
ing his reviews in the journals and maga-
zines of the profession. Much the same
kind of procedure is used in some school
districts in which committees or assemblies
of teachers view films on art and judge
their mevit for classroem use.

An alternative, but much slower direc-
tion of effort, is to encourage each teacher
to be his own judge without prompting and
to try to develop a large enough educational
campaign both pre and in-service, to make
teachers aware of appropriate criteria for
evaluation. No doubt this process is much
too slow to be effective, especially since too
few teacher training programs over the na-
tion provide adequate background in media
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materials as they relate to art. Profession-
al associations can be very helpful here, al-
though it is likely that they do not usually
reach the very people who need the most
assistance.

Of course, the entire area of teaching
materials evaluation is fraught with dif-
ficult problems, ethical as well as practical.
Most of the producers involved are com-
mercial firms with appreciable sums of mon-
ey at stake. However, the case of media in
the technological sense is essentially no dif-
ferent than that of media in the studio
sense, and for the most part the profession
seems to have handled its relationships
with the latter media producers rea-
sonably well. Part of the answer may lie
in cooperation between the media pro-
ducers and art educators. Where the art
educator is involved in or consulted about
media being Prepared, at least on the plan-
ning if not the production level, the resuit
is more likely to be educationally and ar-
tistically acceptable than when the com-
mercial firm relies on its own personnel who,
quite often, lack sufficient -background in
either art or art education to be aware of
the most recent thinking in these fields. It
is a most wholesome sign that many more
commercial firms are using the art educator
in some way in the production of materials
for the schools today than ever before.
Needless to say, this is no guarantee of ex-
cellence either, but short of a universal and
rigid rating list prepared and disseminated
by an organization such ag NAEA, the de-
vices described above seem to be the most
effective and, simultaneously, the least of-
fensive means of keeping the quality of me-
;iia lin the schools at a reasonably high
evel.

Interdisciplinary problems

The primary disciplines involved in an
analysis of the uses of newer media in art
education are the behavioral sciences, the
fine arts and aesthetics, and audjo-visual
communications. A gignificant problem, at
least initially, which we face in analysis, is
the lack of commonality of language, con-
cept, and purpose among the three disci-
plinary areas. This is not to say that the
specific disciplines remain isolated each
within its own corral, but, rather, that the
particular jargon and thinking of each field
does not easily transfer on the conceptual
level and must, in fact, be learned by those
in other fields. An obvious and almost fa-
cetious example can be found in the mean-
ing of the term “media” itself which has
such different connotations for two of the
fields involved, Furthermore, it might be
suggested that art education and media are
essentially interested in promoting substan-
tially different human behavior., Norberg
elaborates on at least one phase of this is-
sue when he discusses the relationship of
art to pictorial communication. '

As Allen asserts in his paper, there seems
little doubt at this point that the use of in-
structional media does enhance learning in
cognitive areas. The accumulation of re-
search findings within the audio-visual field,
particularly over the last few years, sug-
gests that the employment of the concepts
as well as the technology of instructional
media can provide massive assistance in
cognitive development. On the other hand,
the effect of the use of these media on af-
fective development is virtually unknown.
We do not, for example, have any knowl-
edge of the kinds of behavioral change
which result from aesthetic experience alone,
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much less from aesthetic experience which is
mediated by mechanical or electronic agen-
cies. It might finally be said that we do not
understand even on a theoretical, much less
empirical level, the relationship between
cognitive and affective activity or, indeed,
if such a distinction has validity.

Assuming such a distinction, however,
the emphasis in educational technology has
been and is preponderantly on cognitive be-
havior rather than on affective considera-
tions. Here the reader must realize that no
absolute differentiation is being suggested.
It is not that media have no affective as-
pects nor that art education does not deal
with cognitive issues. What is being sug-
gested is that emotive, evocative, aesthetic
considerations are not the primary interest
in media and that these are some of the
central commitments of art education, An
example may clarify this problem. The me-
dia producer who makes a film for the pur-
pose of inculcating good bicycle riding hab-
its among elementary school children, will,
and probably should, be more concerned
with the ability of the film to transmit the
information contained than with its capaci-
ty to arouse an aesthetic response, however
one describes the nature of that response.
He might even sacrifice a particular se-
quence or camera device, which is tremen-
dously evocative, and which is precisely
what the art educator is seeking, in the in-
terest of delivering the message.

This raises the further question of the
influence of aesthetic quality in media on in-
formation transfer. While there has been
some research on this issue, particularly in
the area of films, not enough is known to
make any substantive assertion based on
empirical evidence. Furthermore. when
studies are done on this issue, the problem
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of the criteria used to measure aesthetic
quality is a serious one. In an area in which
objective standards are at least difficult if
not impossible to assert, aesthetic criteria
used in research are automatically question-
able. In one sense, of course, it is reason-
able to assume that aesthetic considerations
can dilute the impact of learned informa-
tion, since aesthetic quality can be thought
of as the non-functional quality of experi-
ence in much the manner that Dewey de-
scribed it. This does, however, reflect a
philosophical position and is, therefore,
primarily speculative.

The one time in which the differences
raised here disappear and a unified ap-
proach seems necessary as well as possible,
is the media unit (film, television program,
slide series, etc.) which is designed specifi-
cally to promote aesthetic response. Here the
emotive and evocative experience “is” the
message. All of the esoterica of present-
day media art become relevant and poten-
tially fruitful to explore. While a multitude
of other problems develop, the one of pur-
pose, at least recedes.

Whatever the convolutions of the many
problems in this area, there seems to be
sufficient argument to support the need for
some careful examination of the inter-dis-
ciplinary relationship between art education
and media. In this report, both Carpenter
and Norberg plead vigorously for coopera-
tion between the two fields. One can only
commend and endorse the idea. However,
such concerted effort would be even strong-
er and more lasting if we recognize and ex-
plore the differences in purpose as well as
similarities between the two fields.

Conditions for the use of media
It is, or should be, axiomatic that the use
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of media has impact according to the vari-
ous conditions of the learning situation; in
particular, the characteristics of the
lesrner. The film, slide, or tape is as much
subject to differentiated reception by chil-
dren in a classroom as is the textbook. In
this sense, media do not constitute a pana-
cea for the problems of art education, or
for any other area in the curriculum. We
must still direct the teaching-learning ex-
perience towards the individual child in
view of the dynamics of the particular situ-
ation, both sociologically and psychological-
ly, whether the learning is mediated by
filmstrip, television, discussion, textbook or
by activity.

Both Carpenter and Allen stress this point
heavily. Allen goes on to develop a method
for selecting media on the basis of their ef-
fectiveness in attaining the learning ob-
jectives at hand. The next step might be
to add individual differences in learning
pattern to the structure. One might then
hypothesize that instructional decision mak-
ing is dependent upon the consideration of
three sets of factors: objectives or types
of behavioral modification, instructional
media (generalizing this to mean all types
of instructional activities) and individual
patterns of learning. This could be dia-
grammed in a three dimensional model
similar in some ways to Guilford’s model
for the structure of intelligence. (See Vin-
cent Lanier, “Means and Meaning in Art

Education,” March 1965 issue of Art Edu-
cation.)

Changes in art education relevant to media

Both the fields of art education and ed-
ucational media appear to be in a period of
critical change in which ambiguous and
peripheral identities and purposes are

changing into more clearly defined concep-
tions. To the extent that the two fields are
mutually supportive, as was noted above,
both can profit from reciprocal and collec-
tive study with particular reference to the

nature of visual communication, the theo- .:

retical as well as practical problems of per-
ception and the development of more effec-
tive instructional materials. It might well
be, in the long run, that art education has
much to offer instructional media from the
point of view of a sophistication of re-
search technologies as well as from the
standpoint of qualitative improvement
where this improvement does not constitute
a possible deterrent to cognitive learning.

In suggesting this kind of mutual effort,
Norberg indicates that the center of con-
cern might be ‘“the non-verbal, visual-pic-
torial factor i-. education.” While some as-
pects of this problem have been explored
above, an additional issue of great im-
portance requires consideration. Without
referring to the particular transitional
problems of the media field, it might be fair
to submit that present changes in concep-
tions about art education are not only of
major and fundamental significance to
our field, but are very close to the relation-
ship between art education and media.

Without doubt, the most far reaching of
these changes is the addition of the histori-
cal and critical modes of art activity to
what Ralph Smith calls “The image of the
pupil as a creative artist.” The traditional
preoccupation with manipulative art activi-
ty in the classroom, both on the elementary
and secondary level, tended to concentrate
the kinds of learning promoted by the art
class to those made possible by what Smith
later calls “expressive creation.” Because
of this restriction, neither historical knowl-
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edge nor critical skill (particularly in the
sense of verbal concepts), played much of
a part in our art educationa! curricula. As
a result, children in our schools, even when
they did have some art experiences in the
classroom, were less able than they should
be to enter into the kind of involvement
with art as a viewer that most art educa-
tors would support as desirable. Now, with
what might be called the principal objec-
tives of art education being transformed,
at least in the theory promulgated in the
professional literature, a whole new prac-
tice in the teaching of art can be visualized,
. practice which can have staggcring im-
tfications for the need for media. For how
better can one learn the historical and criti-
cal modes of art activity than by looking
at and talking about art? And where the
original works are not available, how other
than by the use of media can we provide
art to look at and discuss?

Despite the serious problems of identity
and developmernt both fields presently face,
therefore, the kind of combined inquiry
called for by Carpenter when he suggests
a “National Art Education and Media Lab-
oratory,” might serve to strengthen the cre-
ation of concepts more stable and conducive
to growth than those presently governing
the operational level of both areas. Once
educational technology is recognized for
what it probably is, a revolution in cur-
ricular and methodological decision making,
and art education is recognized as dealing
with the inculcation of higher levels of ges-
thetic visual response, both in making art
and looking at it (if that is what our field
is all about), then the kind of role played
by both areas will be integral to learning
rather than supplementary.
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Practical problems in the use of media

A practical and serious problem posed by
the use of media in the teaching of art
stems from the tremendous proliferation of
media devices. Assuming that materials in
art for each device are available and that
the school district in question has a liberal
audio-visual budget, the conscientious art
teacher may need to use a startling num-
ber and variety of media instruments, in
order to provide the best of media experi-
ences for his pupils. The record player, tape
recorder, 16mm film projector, 8mm film
projector and loop film projector, the film-
strip projector, the slide projector, the
overhead projector, the opaque projector,
the television receiver and the many types
of teaching machines, all do or can have
valuable words and images for the art class-
room. The logistical problems alone of ar-
ranging for, bringing in, operating and re-
turning the equipment, to say nothing of
the technical skill necessary, no matter how
rudimentary, to keep these machines oper-
ating smoothly, can discourage the most up
to date art teacher.

Further, there are the not infrequent in-
stances of mechanical failure, the slide
jammed in the automatic slide projector,
the film broken in a motion picture pro-
jector, the light source burnt out and the
television receiver or teaching machine
needing adjustment. These occurrences are,
of course, magnified by heavy school use of
the equipment.

A whole new set of problems surrounds
the area of media materials. Is there a film
on West African ivory carving? Where can
one find a set of slides on early American
pottery? Are there commercially prepared
transparencies showing in diagrammatic
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form the design structure of a Cezanne
painting or the dark and light pattern of
a Tintoretto? Unfortunately, the sources for
such information are many rather than a
few, are more often than not incomplete,
and become very rapidly outdated. Here,
the art teacher who is dedicated to the
careful and consistent use of media needs
the training of the librarian and the in-
stincts of the doctoral candidate. To com-
pound the problem, questions about the
artistic or educational effectiveness of
the media unit noted before intrude at this
point. Are the slides good quality repro-
ductions of the art works being shown? Is
the film one which will stimulate an interest
in its subject, or will it provoke an opposite
response? Without some form of guidance
on these questions, the art teacher’s only
recourse is to preview every unit to be used,
a time-consuming practice at best, though
one urgently recommended by most audio-
visual textbooks.

Then there are the problems which sur-
round the bringing together of media de-
vices and units at the proper time in order
to provide the desired instructional impact.
There is not much point to the film on
water color painting techniques once the
introduction and demonstration of these
techniques has been completed. In fact,
showing a film or any other media unit

which is not relevant to what pupils are "

studying at the time is neither a correct
nor wise use of educational technology. Yet
some school districts still have a “film day”
during which children view films, regard-
less of the topic of the film or the subject
of their other classroom activities. It is
this kind of problem which prompts James
Finn to note, in the panel discussion, that
it is usually cheaper in the long run and

certainly more educationally efficient to dis-
tribute media units as fur as pessible among
the teachers who are to use them rather
than to create and operate complex admin-
istrational systems to house and lend those
units. Naturally, with expensive items such
as 16mm films or videotapes this cannot be
done, but with slides, filmstrips, tapes, loops
and transparencies, it can be done.

While all of the above are small prac-
tical problems, they are perhaps as gignifi-
cant in their influence on the day by day
operational aspect of the schools as some of
the larger theoreticel issues discussed. They
are also far easier to solve, as will be sug-
gested under “Recommendations” next in
this chapter.

RECOMMENDATIONS

The recommendations which were gen-
erated during this project cover a range
from particular practices to comprehensive
possible solutions to some of the general
problems discussed in the first section of
this chapter. Not all of the problems posed
are subject to recommended directions of
solution, however. Those that are not usual-
ly involve areas of knowledge where little or
no coherent theory existe, much less a body
of hard findings upon which further theory
can be developed. Two examples of such
issues are the questions revolving about au-
thenticity and affective functioning or learn-
ing.

The reader's attention should be directed
at this point to the section on group seminar
reports. Here can be found an additional
number of recommendations, some stated in
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this fashion and some implicit in the de-
scription of media practices found to be
successful in specific contexts. The fact
that they are not repeated here should not
be taken to meun that they are mot con-
sidered worthy of support either by the
project or by art education. They are om-
mitted simply in the interests of brevity
and due to the judgment that an idea is
usually best expressed in the words of its
originator. On the other hand, some of the
recommendations to be voiced now have
evolved from or parallel particular state-
ments made during the symposium or
brought to the attention of the author dur-
ing other activities of the projcct.

Finally, it might be said that some of
these recommendations will appear to be
familiar and common-sense, while others
will seem extremely speculative. All of
them, however, share a vividness resulting
from the excitement of searching new hori-
zons. Some will be carried out by school
districts, universities, or by projects simi-
lar to this one. Others will be admired or
abused and, in any case, ignored. Any so-
ciety, even our vast and affluent one, has
only limited energy, wealth and skill. This
limitation imposes s priority of attempted
social improvements. That not all desirable
improvements in art education are attempt-
ed should not be interpreted as a neglect of
art in the schools. What art education
needs and should have is its fair share of
social energy; neither should it be ignored
as not worthwhile as it has in the past,
nor should it be overemphasized as the cen-
tral function of any educational program.
It would seem, in the light of our current
cultural predilections, that we need have
no fear of the latter possibility.
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Expanding quantity and quality
«in media for art

The present extent of media units avail-
able to the teacher of art is completely in-
adequate. Both commercial and non-com-
mercial sources will have to create a reser-
voir of media and multi-media systems and
units from which the art teacher can make
educationally defensible selections. As has
been mentioned before, this limited avail-
ability restricts the autonomy of the art
teacher. It also creates the impression that
media are not relevant to the teaching of
art, since, numerically, media on art, ex-
cept for slides and printed media such as
reproductions and paperback books, are
quite small as compared to other subject
areas. It might also be said that existing
media units in art, (particularly those in
the more sophisticated aspects of media such
as television, programmed instruction and
computer assisted instruction) are fairly
primitive, reflecting merely the beginning
of the kind of usage of newer media which
only a full exploitation can reveal. Thus,
our situation is somewhat akin to that of
the automobile in the early part of the cen-
tury. Cumbersome engineering and limited
numbers do not suggest the possibilitieg in-
herent in large scale adoption of a particu-
lar technological advance. One might well
paraphrase McLuhan to assert that the rev-
olution in the extensions of human conscious-
ness is already with us. That we are not
aware of all of its present implications with
reference to the teaching of art is more a
matter of numerical and qualitative inade-
quacy than of feasibility or philosophical
incompatibility.

Not only must the quantity of media
materials available to the art teacher be
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greatly expanded, but the quality of what is
created must be vastly improved over the
present level. This report will indicate a
few criteria for improving the quality of
media units designed for the teaching of
art. These are not presented in order of
importance.

a. Visual media units should be made so
that they exhibit an awareness of the visual
fleld involved as subject to the same need
for careful and imaginative “design” as any
traditional art medium. While it is possible
that an excess of concern with aesthetic
qualities might obscure some of the infor-
mational content, the opposite extreme is
much like teaching Shakespeare with the
help of a tape recording of an actor with a
speech impediment. To whatever extent ap-
propriate, the media unit in art itself must
be a work of art. Another common illus-
tration is the art class housed in a particu-
larly graceless building, in which the very
principles being taught are constantly vio-
lated in the visual environment of the pupils.
We do not know how much this may hamper
the kinds of learnings we wish to promote.
It does seem reasonable to assume that there
is some harm and, indeed, that the harm
may be considerable. This criterion should
be applied most particularly to educational
film and television.

b. Art media units should display, in
some appreciable measure, the most recent
thinking in the profession. A structured
review of 50 sample videotapes of art ‘les-
sons” convinced the author that at the pres-
ent time this is by no means the case. Too
few of these lessons (three to be exact)
emphasized a concern for art qualities.
Children were directed or cajoled to be ex-
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perimental, imaginative or “creative,” tech-
nically proficient in terms of the skills re-
quired for a specific technique, and observ-
ant and even unthinking or ‘“intuitive.”
Rarely was there any indication that one
can be any or all of these as a means to
create significant visual relationships de-
signed to elicit a respgnse which we call
aesthetic. Furthermore, almost all of the
tapes viewed dealt exclusively with manipu-
lative activities and the few that were his-
torical in intent, were more concerned with
sociology than with art. None of the tapes
and few other existing units exemplify a
critical approach to art even though the im-
portance of this aspect of art education has
been stressed, at least ag a concept in the
literature, for the last three years or more.

c. Media units should be designed with a
particular school population in mind. Usu-
ally, this is done in existing units with re-
spect to age level, probably due to educa-
tion’s and art education’s long concern for
developmental and age characteristics. It
may well be that it should be done just as
readily for disparate groups of pupils, per-
haps on the basis of socio-economic back-
ground and certainly on the basis of knowl-
edge of art. Of course, more empirical evi-
dence is needed to support this idea, but it
is, even now, more than a mere suspicion.
If it is true, in the most general terms, that
people see visual images differently and that
the visual environments of our growing
years in part determine those differences
among us of what we see, then this con-
cept of needed media differentiation on the
basis of social origin should have some
credibility. Perhaps of greatest importance
in this area is the inability of many art
teachers to convince boys and girls today
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of the superior value of the fine art experi-
ence. Part of the problem may well lie in
the contemporary blurring of lines of dis-
tinction between the “fine” and the “popu-
lar” arts, so obvious in the Pop art move-
ment. Certainly another part of the prob-
lem ig caused by the lack of conceptualiza-
tion among art educators as to how to move
the youngster from his unquestionable pre-
occupation with a full dosage of the popular
avts to some kind of insight into the rich-
ness of response possible through the fine
arts. Some of the pioneer woik being done
in this area could effectively be attempted
through media.

Developing school facilities for media

A significant step in the direction of bet-
ter use of media in art education can be
taken by the simple, but expensive, expedi-
ent of constructing new school facilities
with an eye towards the most up to date
media practices. To this end supervisory
and administrative personnel in the arts on
every level can be particularly helpful, by
devoting as much care and attention to the
media facilities of new instructional space
as they do to studio facilities. As in the
case of numerical adequacy, the develop-
ment of appropriate physical facilities for
media is absolutely essential for any thor-
ough exploitation of the role of media in the
teaching of art. To have to wheel in a film-
strip projector on a cart and set up a fold-
ing screen in front of the room in order to
show 24 frames is to deny the uses of media
a fair test in the classroom situation.

The innovative possibilities which arise
from the rebuilding of school plants for the
use of newer media should be exciting to
art educators. With reference to the or-
ganization of pupil time, grouning and cur-
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riculum relationships, changes in the physi-
cal dispositions of education provide a new
flexibility. In addition to the traditional
studio class of 25-35 pupils, the art teacher,
with these newer facilities can arrange
pupil activity from individual study to com-
bined class viewing of projected media.
This is not to say that there is any neces-
sary merit to these arrangements in them-
selves. They can provide superior learning
situations when they are used with a par-
ticular end in view. A television presenta-
tion should be shown to combined classes of
seventh grade art when that program is
the best method for promoting the desired
learning, and not simply hecause the video-
tape and the facilities exist. When used
properly and housed in a smoothly operat-
ing physical plant, the newer media pro-
vide the art teacher with a full orchestra
of techniques with which to achieve his
ends. But like an orchestra, media can only
present or intensify or expand an already
prepared pattern.

E'stablishing interdisciplinary efforts

With respect to the problem of inter-
disciplinary relationships between art edu-
cation and educational technology, it would
seem that both groups, at least as these
groups were represented in this project,
consider some form of exchange highly de-
sirable. There is no lack of media people
who are sensitive to and knowledgeable
about the visual arts as well as art educa-
tion people who are proficient in and re-
sponsive to media. There are also, as has
been noted before, a sufficient number of
issues within which common questions arise
and where some kind of collective inquiry
or, at the very least, communication be-
tween the two groups, would be of mutual

Lo

TR RS O e

TR

W W T e




benefit. While it is difficult to conceive of
such an interdisciplinary work situation
outside of a well supported research en-
deavor, the idea of exchange of informa-
tion is an easy first step. It can be recem-
mended here, for example, that art educa-
tors with an interest in media read AV
Communication Review, published quarter-
ly by the Department of Audio-Visual In-
struction of the National Education Associ-
ation. Conversely, media people should be
encouraged to read Studies in Art Educa-
ftiwlr(ti, as the comparable publication in our
eld.

A further specific recommendation which
can be made in this report is the establish-
ment of an ad hoc committee on media as
part of the structure of NAEA. The func-
tion of such a group would be, minimally,
to collect and disseminate information on
newer media as they relate to the teaching
of art and in that sense to build on the
start made by this project. Such a group
might well include some representatives of
the media field in addition to art educators,
and might serve as a basic liaison agency
through which problems requiring mutual
efforts might be identified and, perhaps,
even studied.

Organizing a media center for the arts

To go one large step beyond the organiza-
tion of such a group, a measure vital to the
entire issue of the uses of newer media in
art education is the establishment of some
form of repository or reference center.
Even now, and most certainly in years to
come when the number of media units grows
to> what may well be a vast one, the need for
easily and quickly accessible media infor-
mation is indeed acute. To some extent,
efforts such as NAEA publications: Films
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on Art, Slides & Filmstrips on Art, and
Printed Materials On Art, prepared by the
Uses of Newer Media Project supply this
need for media information. Unfortunate-
ly, published listings are often outdated by
the date of publication, require frequent re-
vision, and do not provide as easy accessi-
bility as our most modern technological
methods for data processing.

The ideal and not extravagant solution to
this problem would be to store the needed
data, namely, titles, prices, sources, etc. of
the media units, in an appropriate data
storage and retrieval system and to provide
for a manned or automated, telephone or
teletype or postal inquiry and response sys-
tem for teacher use. As elaborate as this
may sound, the technology is relatively sim-
ple and inexpensive in the light of potential
educational benefits. An additional feature
of such a repository might be its use for
evaluation of and research with media if
the media units were to be held in a re-
pository center. A fully developed center
in which devices and units themselves were
housed would not only carry on the func-
tions of collection of data on media, dis-
semination of media information and serve
as a reference source for questions about
media, but could also initiate or implement
programs of media evaluation, development
of particular media units and could provide
teacher training in the uses of media. These
six functions would of course, necessitate
a considerable expenditure and go well be-
yond the financial capability of universities,
school districts or professional organiza-
tions. The only agency which could sup-
port such an establishment would be the
foundations or the federal government.
However, the first three functions alone
could conceivably be operated by the

83

T T e o7 Py e DB ST I U o, i 350 m 7




NAEA, or By a consortium of professional
associations in the arts, if the reference
center were to include the arts and hu-
manities.

In any case, whatever its scope, some
basic reference agency would appear to be
essential to the proper use of media in art
education. Also, in this instance the factor
of time seems to be of some importance.
The establishment of even a minimum fune-
tion reference cencer will be far simpler
and less costly within the next few years
than it undoubtedly would be five to ten
years from now, given the maintenance of
the present rate of growth in media relat-
ing to art.

Relating tmplications of
programmed learning

While the theory and practice of pro-
grammed instruction does not at first glance
appear to be fruitful as g technique for art
teaching, careful study and experimentation
may well reveal some significant implica-
tions. Even now some of the language and
concepts of programmed learning such as
the terms “behavioral modification” or “re-
inforcement” appear in art education liter-
ature and constitute a sharpening of our
verbal self-analysis. The development of
programmed learning sequences for art ed-
ucation has already begun on a modest scale
and will probably expand vigorously during
the next few years. Certainly as our em-
phasis in art education transcends the sole-
ly manipulative and begins to include his-
torical and critical activities, the relevance
of programming will become clearer and
more immediate.

However, rather than the programs thein-
selves, it may be concepts of programmed
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learning which may be of greatest benefit
to the field. A fundamental conception with
such significant implications is the need for
describing the ends of the learning prccess
with precision. Since programmed instruc-
tion has a built-in bias towards measure-
ment of results (in fact, the teaching ma-
chine idea grew out of primitive testing
machines), the ends to be achieved by the
pupil must be stated fo that they can be
measured. Thus, to use the teaching of art
as an illustrative ground, the end of “de-
veloping an awareness of art” or “promot-
ing creativity” is simply an inadequate de-
scription of the desired outcome., What
programmed learning requires is a specific
and if possible measurable description of the
change in pupil behavior desired.

While this may well be a healthy require-
ment for art education, it does raise some
notable problems. Within the domains of
historical knowledge and studio skill, we
can describe the ends we seek with some
facility. Even creativity in art can be cata-
logued by specifying its component behav-
iors, as far as we know them. How do we
fare, however, with an end such as aware-
ness or the ability to respond to visual aes-
thetic stimuli? It may be that some day
one or a battery of psychological or physio-
logical devices (perhaps heart rate, GSR,
€ye movements or pupil dilation), may pro-
vide indices of appreciation. Or we might
assess non-discursive behavior such as self-
motitivated visits to art museums, books on
art checked out of libraries, or even art re-
productions selected and displayed in the
home. At the moment our most usable be-
havioral index would appear to be verbal
behavior; what the pupil says he knows,
thinks and feels about art, as unreliable ag
that may be. At least verbal behavior can
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be measured, as gross and inaccurate as
our calibrations undoubtedly are. Some sense
of the extent to which our teaching inculcates
an habitual excitment in the presence of vis-
ual phenomena with aesthetic quality would
be most gratifying and many in art educa-
tion are coming to believe that this kind of
response is the most important potential out-
come of our efforts.

Thus, despite the problems raised by re-
quiring greater precision in the description
of the ends of instruction, the tendency to-
wards clearer thought and more dependable
language necessitated by this requirement
can be most wholesome for art education.
Within the realm of programming itself,
the advantages should be obvious. As an
individual study technique, programmed
learning can do much to equalize dispara-
ties in cultural level among pupils. What
one or several children in a class do not
know can be assigned as individual study
without this lack of information acting as a
brake to the activities of the remainder of
the group. As a means of pumping sturdy
doses of factual knowledge into groups of
people, it is probably more effective than
any other technique we now use. More than
this, programmed learning may be able, in
the long run, to free the teacher from the
burdensome need to personally transmit mas-
sive amounts of information to large groups
of pupils, with all the attendant wastage
of time, effort and expense. In effect, once a
class knows the relevant data about Impres-
sionism, for example, the more significant
question of its consequences for future paint-
ing can be examined by teacher and class
together. The intriguing speculation of
what painting might have been had there
been no Impressionist movement, for ex-
ample, is a more worthwhile exercise for

teacher-class time than the facts about the
style themselves, if machines or written
program sequences can successfully transmit

‘the latter materials.

Recognizing the photographic arts

Another major recommendation, is for
art educators to support the recognition of
photography as a form or “medium” for
artistic expression and the products of the
camera as significant objects for art appreci-
ation. Despite some in the profession with
parochial attitudes on this question, most
art educators seem to endorse the viewpoint
that camera art is indeed a visual art form
capable of inducing aesthetic response and
usable in the classroom as an aesthetic end
in itself. In any case, photographic visual
statements in their variety of present day
forms could become a far more substantial
part of the elementary, secondary and high-
er curriculum than they are at this time.
This can be done in at least two ways.
First, the wealth of still and cinema film
art already created could be studied in art
appreciation or art history classes and even
in the elementary curriculum. The roster
of names of great film artists such as Wes-
ton, Adams, Flaherty, Eisenstien, Cartier-
Bresson is large enough and their works
are impressive enough both as human docu-
ments and as sources of visual aesthetic
experience to make their neglect in our
visual times an unfortunate spectacle.

Secondly, more than one experimental ac-
tivity with even nursery age children indi-
cates that the camera (both still and mo-
tion picture) can be used as an art studio
device, providing some of the same opportu-
nities for learning and individual expres-
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sion as the more common brush and paint,
clay, and other studio media. There is no
need to conceive of photography as a replace-
ment for painting or sculpture or print-
making, but rather it can be welcomed as
an additional vehicle to promote whichever
purposes are considered important to the art
program.

This point of view is, of course, most
congenial to the pupil, who is increasingly
bombarded by vast numbers of photograph-
ic images from a variety of mass communi-
cations devices and, therefore, does not can-
sider the photograph in the same unfavor-
able light in which he may well regard art:
that is to say, feminine, abstruse, and capa-
ble of eliciting response only from the fa-
vored few. On the other hand, despite the
considerable advances in camera engineering,
the art teacher who uses the camera as an
art tool does need to have more than a hob-
by level knowledge of the technical aspects
of photography, particularly with respect to
developing and printing techniques. To this
end it is recommended that institutes or
other training situations be organized
through which art teachers can become tech-
nically adept in the production and assess-
ment of still and motion picture photogra-
phy. Here, the emphasis might well be on
training groups of teachers representing
varied teaching levels and portions of the
country, so that they, in turn, can transfer
the interest and some of the knowledge to
others around them. Most particularly, those
engaged in art teacher education might be
heavily represented in training programs
since they are in key positions with respect
to influencing the interests of those who
are to be art teachers in the coming years.

It might also be useful to develop a cli-
mate of interest in the photographic arts by

reviewing films which are heavily commit-
ted to a visual art viewpoint in one or sev-
eral of the professional journals of the field.
In addition to reporting on films which deal
with the teaching of art or with the visual
arts alone, commercial cinema works such
as the Japanese “Woman of the Dunes,”
Italy’s “81%,” or our own “Dr. Zhivago,”
might be reviewed in the light of their ef-
fective use in teaching as objects of art.
In the era during which the term art has
become elastic enough to admit forms such
as “happenings,” it is not at all far fetched
to conceive of cinema as an appropriate
vehicle with which to explore with young
people the characteristics of aesthetic experi-
ence in visual terms.

Developing a single media system

Perhaps the most comprehensive and far-
reaching recommendation of this report is
the development of a single system of bring-
ing visual and verbal data to the art class-
room for group as well as individual instruc-
tion. In place of the battery of mechanisms
now necessary to make full use of the poten-
tial of media for art teaching such as the
tape recorder, record player, 16mm film pro-
jector, 8mm film projector, filmstrip projec-
tor, slide projector, overhead projector, TV
receiver, teaching machines and, perhaps,
others, one single system should be devel-
oped. This single system seems most ap-

. bropriately related at this time to some type

of computer, although further developments
in technology may provide alternate storage
sources.

While much computer-assisted learning
research and development has been in the
direction of auto-instructional systems, there
is no necessity, technologically, for this re-

T

TR e ey

[
4




striction. Computer-assisted group instruc-
tion may well prove equally, if not more,
desirable. What may be necessary and en-
tirely feasible is a word and picture storage
system with multiple retrieval facilities, so
that the art teacher can bring both word
and picture data to a class during group
instruction as well as to be able to assign
individual pupils to the same system for
self-instruction.

To have access during a lecture or dis-
cussion to virtually instantaneous projec-
tion (or print-out) of words and images
about any given subject in art stored in a
computer would seem almost an ideal situa-
tion and yet is more than likely well within
our present technological capability in more
than one form. In order to teach post and
lintel construction, for example, the art
teacher would not have to select reproduc-
tions or diagrams (or make them himself)
or project slides, transparencies or film-
strips, with all the attendant loss of time
and pupil attention. The finest existing
media units, both verbal and pictorizal, could
be stored in a computer or in some other
fashion and presented on demand to a group
of any size. One example of present tech-
nological advances in this direction is the
reproduction of the Mona Lisa on the inside
covers of this report. This version of I.eo-
nardo’s masterpiece was produced as a digi-
tal plot by signals from a computer.

The specific questions to be answered in
solving this problem have to do with present
and potential systems for (a) word and
picture storage or the form in which verbal
and visual data can best be housed for
rapid retrieval, (b) distance data transmis-
sion, or the means by which the words and
pictures can be moved most quickly and
with greatest fidelity from the storage source

to the classroom, (c) classroom presentation
or the devices best suited for displaying
the images and words to groups and to in-
dividuals for self-instruction, to achieve de-
sired educational goals, and (d) the verbal
and pictorial content to be inserted in the
gtorage system.

The question of content to be stored has
to do with the selection of the areas of
the visual arts (painting, sculpture, architec-
ture, crafts, photography, etc.) to be repre-
sented, the paradigm monuments in each
area or perhaps a wide range of exemplary
monuments, and the verbal and pictorial
data about each monument that must be
stored.

Some of the difficulties of designing such
a system are apparent at first glance. A
modest extrapolation from present technolo-
gy suggests a closed circuit television system
connected by cable to a central, computer
operated bank of tapes. The teacher’s de-
mand signal directs the computer to locate
and engage the desired tape. Assuming col-
or and increased fidelity, a film, filmstrip,
series of slides, or any other visual capable
of being placed on videotape and its accom-
panying sound can be broughit to the class-
room. But how large a number of art rooms
can one storage system service? How short
can the time between demand and projec-
tion be cut? How can the system handle
a conflict of demands; that is, two art teach-
ei3 calling for the same visual material at
the same time? How large a storage ca-
pacity can be developed for one system?
How costly would such a system be at the
present time in comparison to the traditional
multi-device procedure for projecting pic-
torial material?

Most of these, of course, are engineering
problems and must be answered by techni-
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cal people. The last question alone is one
of social policy and can only be answered
by those agencies of government on every
level having the means to act on a positive
decision. To be able to create such a system
does not mean that it is worth creating, or,
at least, more worthy of support than many
other efforts. The materials presented in
this report may suggest to the readcr, as
they do to this writer, that such a system
is worth creating, for, until such time as
some form of single system operation is de-
veloped, the impact of a great portion of
the newer media as they exist today wiil
not have been properly exploited by art edu-
cation. For the teacher of art the greatest
single boon that media can offer is unlimited
access to visual images, a gift that science
and technology may soon provide.
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SYMPOSIUM PARTICIPANTS

CLASSROOM TEACHERS

Frank A. Alhelm
John Adams Junior High School
Mason City, Iowa

Robert B. Beeching
Sierra Joint Union High School
Tollhouse, California

Harold P. Carlson
Senior High School
Appleton, Wisconsin

Yvonne P. Catchings
Senior High School
Detroit, Michigan

James N. Colt
Williston Junior High School
Wilmington, North Carolina

Myra A. Gulick
Art teacher, Elementary School
Prairie Village, Kansas

William B. McCarl
Mesa High School
Mesa, Arizons

Dorothy L. Overmier
Art teacher, Elementary School
Jacksonville, Florida

Gene P. Porter
Senior High School
Elkhart, Indiana

E. Gordon Rice
South Senior High School
Great Neck, New York

Siater Mary Andre

Immaculate Heart of Mary High School

Westchester, Illinois
James D. Smith
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Junior and Senior High School
Baton Rouge, Louisiana

~ Eleanor P. Stanton

Cedar Cliff High School
Camp Hill, Pennsylvania

Ida Nell Williams
Art teacher, elementary school
Austin, Texas

SUPERVISORS

Don F. Allen
Denver Public Schools
Denver, Cciorado

Kent Anderson
Milwaukee Public Schools
Milwaukee, Wisconsin

Evelyn L. Beard
Dallas Independent School District
Dallas, Texas

Rosemary Beymer
Kansas City Schools
Kansas City, Missouri

Martha A. Christensen
Louiaville Public Schools
Louisville, Kentucky

William R. Clauss
State Department of Education
Albany, New York

Albert Hurwitz
Dade County Public Schools
Miami, Florida ‘

Marie L. Larkin
St. Louis Public Schools
St. Louis, Missouri
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Leven C. Leatherbury
San Diego City Schools
San Diego, California

Mary F. MacDonald
Sarasota County Schools
Sarasota, Florida

Jeanne E. Palmer
San Ramon Valley Unified District
Danville, California

Marjorie B. St. Clair
Montgomery County Schools
Rockville, Maryland

Anthony Swider
Winston-Salem/Forsyth County Schools
Winston-Salem, North Carolina

Diana M. Tollefson
Rapid City Public Schools
Rapid City, South Dakota

Mortimer L. Wallerstein
Bedford Central School District
Bedford, New York

Brent G. Wilson
Salt Lake City Board of Education
Salt Lake City, Utah

RESEARCH

Rolf Hickman
University of Wisconsin
Milwaukee, Wisconsin

Ralph M. Hudson
Mississippi State College for Women
Columbus, Mississippi

Hilda P. Lewis
San Francisco State College
San Francisco, California

Robert C. Paxson
Troy State College
Troy, Alabama

Lillian Mary Quirke
Foothill College
Los Altos Hills, California

Alice M. Schwartz
Pennsylvania State University
University Park, Pennsylvania

Roscoe L. Shields
University of Nebraska
Lincoln, Nebraska

Ronald H. Silverman
California State College at L.A.
Los Angeles, California

Ralph A. Smith
University of Illinois
Champaign, Illinois

Jack D. Stoops
University of Tennessee
Knoxville, Tennessee

HIGHER EDUCATION

Michael F. Andrews
Syracuse University
Syracuse, New York

Manuel Barkan
Ohio State University
Columbus, Ohio

Norman B. Boothby
School of the Art Institute of Dayton
Dayton, Ohio

John W. Cataldo
Pennsylvania State University
University Park, Pennsylvania
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Harry G. Guillaume
State College of Iowa
Cedar Falls, Iowa

Jerome J. Hausman
Ohio State University
Columbus, Ohio

Stanley S. Madeja
Texas Technological College
Lubbock, Texas

David B. Manzella
Rhode Island School of Design
Providence, Rhode Island

Alexander S. Masley
University of New Mexico
Albuquerque, New Mexico

James A. Schwalbach
University of Wisconsin

Madison, Wisconsin




MEDIA BIBLIOGRAPHY

The following list of published materials prepared
with the assistance of the NEA Department of
Audio-visual Instruction is designed to provide a list
of basic reading in the media field.

AV MATERIALS AND METHODS

Brown, James W.; Lewis, Richard B.; and Harcle-
road, Fred F. A-V Instruction: Materials and
Methods. New York: McGraw-Hill Book Co., 1859.
564 pp. $7.96.

Brown, James W.; and Thornton, James W. Jr.,
Newer Media in Higher Education. 1963. 182 pp.
A survey of present uses of media in over 40 col-
leges and universities. $3. Paper.

Erickson, Cariton W. H. Fundamentals of Teaching
with Audiovisual Technology, New York: the Mac-
millan Co., 1966. 384 pp.

Finn, James D.; Perrin, Donald G.; and Campion,
Lee E., Studies in the Growth of Instructional
Technology, 1: Audiovisual Instrumentation for
Instruction in the Public Schools, 1930-1960. Oc-
casional Paper No. 6, NEA Technological Devel-
opment Project, 1963, 108 pp. $2.50.

MONOGRAPHS

Busknell, Don D. (ed.) The Automation of School
Information Systems. DAVI Monograph #1, 1964,
136 pp. Papers dealing with a wide range of com-
puter applications to instruction and administra-
tion. $2.50.

Meierhenry, Wesley C. (ed.) Learning Theory and
AV Utilization, AV Conmmunication Review. Sup-
plement No. 4, Vol 9, No. 5, September-October
1961, 88 pp. Includes papers by Leo Postman,
Robert Glaser, Frederick J. McDonald, Howsrd H.
;(lendler, Abrsham S. Luchins, and James Deese.

.50.

Norberg, Kenneth (ed.) Perception Theory and AV
Eduoation, AV Communication Review. Supple-
ment No. 5, Vol. 10, No. 5, September-October
1962, 108 pp. Includes papers by Rudolf Arnheim,
Julian Hochberg, Franklin Fearing, Hans Toch,
and Malcolm S. MacLean, Jr. $2.00.

PROGRAMMED INSTRUCTION
Glaser, Robert (ed.) Teaching Machines and Pro-

grammed Learning, 11: Data and Directions 1965.
831 pp. Seventeen chapters of thoughtful assess-
ment by today’s leading scientists and practition-
ers. Bibliography and index. $11.50.

Glaser, Robert and Lumsdaine, A. A. (eds.) Teach-
ing Machines and Programmed Learning, A
Source Book. 1960, 724 pp. A collection of 47 basic
papers plus research abstracts and a 28-page
bibliography. $7.50.

Recommendations for Reporting the Effectiveness of
Programmed Instruction Materials 1966, 36 pp.
The final report, with criteria, from the Joint
Committee on Programmed Instruction and
Teaching Machines representing the American
Psychological Association, and the Department of
Audio-visual Instruction. $1.00.

Selection and Use of Programmed Materials, Film-
strip. 63 frames, color, sound, 16 min., 1964.
Written by Phil C. Lange and Robert C. Snider,
this production is a balanced approsch to the in-
troduction of programmed learning in the class-
room.* With 12-inch LP disc and & 74-page hand-
book for teachers. $5.00.

Seclection and Use of Programmed Materials: A
Handbook for Teachers, 1964, 74 pp. A reference
containing the script and pictures from the NEA
filmstrip as well as an annotated bibliography and
a discussion of the filmstrip. 50¢.

SOURCES OF AV MATERIALS

Humphreys, Alfred W., compiler. Films on Art. Na-
tional Art Education Associstion. Washington,
D. C. 19656. $1.50.

AUDIO-VISUAL EQUIPMENT

Eboch, Sidney C. Operating Audio-Visual Equip-
ment. San Francisco: Howard Chandler, 1960. 73
pp. $1.76.

Hulftsh, James W. Jr.,, (ed.) Audio-Visual Equip-
ment Directory. Fairfax, Vs.: National! Audio-
Visual Association, 1966. 340 pp. $6.00.

EDUCATIONAL TELEVISION

McBride, Wilma, (ed.) Inquiry: Implications for
Televised Instruction. Washington, D. C.: Nation-
al Education Association, Division of Audio-visual
Instructional Service and Center for the Study of
Instruction, 1966. 64 pp. $1.26.

Spear, James, (ed.) Creating Visuals for TV: A
Guide for Educators, 1962, 48 pp. Practical sug-
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gestions for improving TV programs through the
more effective use of visual material. $1.25.

AUDIO-VISUAL INSTRUCTION

Quantitative Standards for Audio-visual Personnel,
Equipment, and Materials in Elementary, Sec-
ondary, and Higher Educaiion. National Educa-
tion Association. 50¢.

Criteria for Educational Media Programs in Ele-
mentary and Secondary Schools (with Evaluative
Checklist). National Education Association. 50¢.

Criteria for Educational Media Programs in Higher
Education (with Evaluative Checklist). Nationa)
Education Association. b0¢.

PERIODICALS

AV Communication Review, quarterly, Department
of Audio-visual Instruction, National Education
Association, Washington, D. C. $6.

Audio-visual Instruction, monthly (except July and
August), Department of Audio-visual Instruction,
National Education Associstion, Washington,
D. C. $4.00.

Journal of NAEB, bimonthly, Nationa! Associstion
:i Educstional Broadcasters, Urbans, Illinocis.

.00.

Journal of Programmed Instruction. Published quar-
terly by the Center for Programmed Instruction,
Teacher’s College, Columbis University, New
York. Subscription: $7.50 per year; $2 per issue.

Programmed Instruction. Published bi-monthly by
the Center for Programmed Instruction, Inc.,
Teacher’s College, Columbia University, New York
10027. Subscription, $38 for individuals, $4 for in-

stitutions, libraries, industrial concerns and over-
seas addresses.




VISUALIZATION OF SOME RECOMMENDATIONS
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Aruitoxt provided by Eric:
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Recognizing the photographic arts

School-age children on every lev2i can use both
still and motion picture photography as a medium
for artistic expression and the products of the
camera ss significant objects for art apprecistion.
(Photos 1, 2, 8, 4)
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