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ON THE BASIS OF THE ASSUMFTIONS THAT EDUCATION NEEDS TO
DEVELOFP CHILDREN'S FEELINGS AS MUCH AS THEIR ABILITIES TO
RETAIN FACTS AND UNDERSTANC CONCEFTS AND THAT INSTRUCTION IN
THE AREA OF AESTHETICS 1S FOSSIBLE, THIS STUDY DCESCRIBES AND
EVALUATES A PROGRAM FOR PRIMARY CHILDREN IN WHICH MOVEMENT
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THE ACTIVITIES DEALING WITH RHYTHM. IT WAS CONCLUDED THAT THE
PROGRAM DIC PROVIDE AN OFFORTUNITY FOR THE CHILCREN'S INNATE
SENSITIVITY TO FIND EXFRESSION AND ENCOURAGEMENT. (WD)
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CHAPTER 1

THE NEED FOR AESTHETIC EXPERIENCES IN EDUCATION

This study describes a program for primary grade children which
aims to develop aesthetic concepts through movement exploration and
expression. Aesthetic experiences are part of early childhood, but
not enough is done in the schools to reinforce them. The need for
aesthetic awareness throughout life is becoming more evident to educators,
and to thoughtful individuals in all fields. This study provides some
guides for aesthetic growth within the educational framework, with

particular focus upon movement as a means for its development.

The Aesthetic Dimension of Experience

The young child senses the world in which he finds himself in many
ways. He discovers the wind as a force, and he may later learn that it is
caused by the replacement of air masses, but he experiences it as it
pushes againci his body, and brushes against his skin. He knows about it
through his senses, and his curiosity results from a feeling response
to the world of nature. The "wonder of childhood," evoked by sensory
experience, may be the forerunner of later aesthetic perception.

Education seeks to develop the power and sensibility of the mind.

It transmits to the individual some part of the accumulation of know=
ledge of the culture, and in so doing, it shabes the impulses of the

individual. But, as Brunerl points odt, this process also can be the

ljerome Bruner, "After John Dewey;.What?" in On Knowing, New York,
Atheneum, 1965, pp. 115-117.
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principal instrument for setting limits on the enterprise of mind. Educa-

tion must not only transmit the culture, but must provide "alternative
views of the world and strengthen the will to explore themg"

As children grow older, "the wonder of childhood” often'disappearss
and an active sensing of reality is no longer part ef the learning process.
Emphasis in education upon one type of experiencing has dulled capacities
for alternatives. The very language spoken has conditioned the style
and structure of thought. Methods of analysis and generalization have
replaced immediate sensory experience. Education has imposed limits > e
upon response, and has thus conditioned ways of thinking. Bruner asks,
nAre we mindful of what it takes by way of intensive exposure to certain
forms of experience to unlock human capacities of certain kinds, whether

for looking at art or for manipulating abstract symbols? I rather think

we are not."™

Phenix3 believes that meanings are of many kinds and that the full
development of human beings requires education in a variety of realms
of meaning rather than a single type ot rationality. He classifies these
realms of‘meaning ass |

1. Symbolics- a realm of meaning comprising ordinary language,

mathematics, and various.types of nondiscurslve symbolic forms such as

gestures, rituals, rhythmic patterns and the like. These are meanings
contained in arbitrary symbolic structures, and are most.fundaméntal, since

they must be employed to express the meanings in each of the other realms.

2 jerome Bruner, "The Control of Human Behavior," in On Knowing,
New York, Atheneum, 1965, p. 143.

3Phillip Phenix, Realms of Meaning, New York, McGraw-Hill, 1964,
Introduction.




2. Empirics- a realm which includes the sciences of the physical
world, of living things, and of man. They express meanings as probable
empirical truths framed in accordance with certain rules of evidence and
verification and making use of specified systems of analytic abstraction,

3. Esthetics- the realm containing the various arts, such as music,
the visual arts, the arts of movement, and literature. Meanings are
concerned with the contemplative perception 6f particular significant
things as unique objectifications of ideated subjectivities.

4., Synnoetics- a realm signifying rational insight and direct
awareness, embracing what Martin Buber calls }Qg "I-Thou" relation. This
personal or relational knowledge is concrete, direct and existential.

5. Ethics- a realm including moral meanings that express oblligation
rather than fact, perceptual form or awareness of relation. Morality

has to do with personal conduct that is based on free, responsible,

deliberate decision.

6. Synoptics- a realm referring to meanings that are qompréhensiveiy

integrative, including history, religion and philosophy.4

All of the;e distinctively human functions comprise a life of meaning
which is the essence nf the life of man.

The world exists in unity, but knowledge of it is broken down so
that it can be organized around central jdeas. Articulation comes through

a specific way of knowing, and thus the history of culture is "the history
)

of the development of great organizing ideas.
Specialists in each of the disciplines see man differently. In

4Phillip Phenix, Realms of Meaning, New York, McGraw - Hill, 1964, pp.6-7.

SJerome Bruner, "After John Dewey, What?" in On Knowina, Harvard
University Press, 1962, p. 120.
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classical thought, man is a ratioral animal. But life involves feelings,
conscience, and other processes that are not strictly rational. Heubner6
calls for a value-framework for education that encompasses the aesthetic
and ethical dimensions of experience, as well as the technical and
scientific.

The experiences of young children are not divided and departmentalized,
and it is only as they grow older that aesthetic responses become separated
from empirical thinking. The aesthetic realm of meaning need not be
overlooked in the educational process. Children can grow up with enriched,
rather than impoverished aesthetic awareness, if programs are developed
within the schools that build upon their innate sensitivities. Aesthetic
experience, which is "the personal sensing of, and responding to certain
qualities in objects, events and relationships in the environment,"7 can

be a conscious part of education.

The breaking down of knowledge into various disciplines, the ex-
plosion of information in each area, and the high degree of specialization
necessary in today's society has caused a cleavage in our thinking. C. P.
.'?onow8 pointed out that the intellectual world is divided between the

scientists and the traditional literary scholars, and that little

6Dwayne Heubner, "Curricular Language and Classroom Meanings," Paper
delivered at ASCD Research Institute, November 21, 1964.

7Chandler Montgomery, "Sensing and Responding to the Worlds Aesthetic
Development,” inCurriculum for Toda '*s Boys and Girls, ed. Robert Fleming,
New York, Charles Merrill, 1963.

8
C. P. Snow, The Two Cultures and the Scientific Revolution, Cam-
bridge University Press, 1963.
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communication takes place between them. Other writers have taken up
the cry that this cleavage cannot exist, and that understanding of the
world through various approaches to knowledge is necessary for both the
scientist and the scholar of humanities.

The need to bridge the gap between the sciences and the arts was
recognized as early as 1894 by T. H. Huxley, when he said, "There are
other forms of culture besides physical science, and I should be pro-
foundly sorry to see the fact forgotten, or even to observe a tendency
to starve or cripple literary or aesthetic culture for the sake of scignce.”g

Huxley's prophetic remark becomes more meaningful in the light of
recent history. The launching of the first Sputnik, and the consequent
panic over the inadequacy of American education, created a frenzied
emphasis upon the sciences, and areas of the arts and humanities were
overlooked. This, in turn, has alarmed current social commentators and
educational theorists.

Aldous Huxley10 recently has pointed out that all men need to
synthesize experience, incorporating into their understanding the

investigation and communication of the more public of human experience

found in the'scignces as well as the more private experience and inter- -
actions between individual and objective reality reflected in the arts.
The scientist needs the artist's intuition to grasp relationships
immediately and to develop new hypotheges. The artist needs all science
can give him to understand his world, deepen his insights and extend

his range of vision. f

T, H. Huxley, "Science and Art in Education,™ in Collected Essays ;
111, Appleton, 1894, p. 162. 4

10A, Huxley, Literature and Science, New York, Harper & Brothws, 1963.
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Harold Cassidy,11 the Yale chemist, speaks of two kinds of truthy
the scientific truth which is "truth about™ something, and the artistic
truth which is "truth to™ an aspect of reality. Although he points to
differences in perspective, he emphasizes fundamental similarities, and
states that science and art are mutually supplementary ways of gaining
and organizing knowledge and experience.

Northrop12 places high value on art in our society, saying that it
serves a two-fold purposes (1) to release us from the postulated things
and bring us back to the aesthetic component of reality in its immediacy,
and (2) to take the new conception of reality which philosophical and
experimental analysis has made articulate, and to convey this concept
metaphorically, in terms of the vivid aesthetic materials given in
immediate intuition. Thus, the arts must make the world created by
scientific achievements more meaningful to its inhabitants.

If education means the developmgnt of each individual to his fullest
capacity, it must deal with feelings as well as facts. The arts in the
schools must do the very important job of keeping alive and developing
the sensitivity and responsiveness to the world around them that is
inherent in every young child.

The best reason for strengthening our own teaching of the
humanities is not to reinforce our defenses, nor to best the
communists in cultural competition. It is rather to expand our
own horizons, to deepen our own insights, to sharpen our own
sensitivity. We owe our children more than a promise of technical
proficiency. We owe them a sense of the meaning of excellence in
private and in public affairs, some knowledge of how to attain it,

and a lively igareness that, for them too, it is both relevant
and possible«

11Harold G. Cassidy, The Sciences and the Arts, New York, Harper and
Brothers, 1962. |

12F, S. C. Northrop, The Loagic of the Sciences and the Humanities,
World Publishing Co., Meridian Books, 1959, pp. 183-186.

13john L. Fischer, Inaugural Speech as President of Teachers College,
Columbia University, November, 1962.
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Education in the Arts

If the arts are to play so important a role in our educatipnal
system, then the goals of such art education must be clearly defined.

Sir Herbert Readl4 believes that art should be the basis for all educa-
tion. He contends that "There is a continuous 1ink between the methods
that determine the origins of intelligence in the child and the methods
that determine the beauty of a work of art." It is the ability to
assimilate sensory impressions and to combine them into significant re-
lationships, he believes, that has made possible the advances of the
human race. The cultivation of the arts, therefore, is "an educétion

of the sensibilities, and if we are not given an education of this kind,
if our hands remain empty and our perception of form is unexercised, then
in idleness and vacancy we revert to violence and crime."

It is the contention of this investigator that there must be a
unity of purpose for all education in the arts in today's world. The
development of aesthetic sensitivity is an essential goal. Present curricular
practices are not clearly focused toward such a goal, and there is need’
for evaluation and cpcrdinatioa. Too much of what happens in the schools
is the result of prqctices established in the past to serve entirely
different purposes.! Theée nvestigial" practices must be examined in
the light of currenﬁ needs and philosophiese

Art as part of ths curriculum was not given serious consideration

until the effects of the industrial revolution began to be felt. Immigration

l4gir Herbert Read, "Art and Life," in Adventures of the Mind,
selections from the Saturday Evening Post, New York, Knopf, 1959,
ppo 154-1560 '
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and the population increase in urban areas, the development of factories
and the decrease of educational activities in the home, c:eated a need
for a more diversified elementary school program., Horace Mann admired
the drawing in the Prussian schools he visited, and felt that teaching
of this kind of drawing might answer the criticism that the schools did
little for the future mechanic or industrial worker. 12
The International Exhibition in London in 1851 gave strong impgtus
to the manual training movement in this country, and art education was
decidedly linked to this movement. Walter Smith was brought here from

England in 1872 to become State Director of Art Education, Scholastic

and Industrial, for the State of Massachusetts. He also became principal

" of the newly-formed Massachusetts Normal Art School, and thus his influence

on art teachers throughout the country was great. His “"Teachers Manual

for Freehand Drawing and Design" emphasized precise reproductions of

}geometric forms, and exact performance of a defined and limited problem.

He dogmatically presented these problems, in ascending steps, as suitable
for the very young. By 1900, graduates of the Massachusetts Normal Art
School were initiating public school drawing and art programs all over
the country. |

The circumstances which influenced the initiation of art into the
schools affected the curriculum for many years. Art became a separate
area for study as a result of the manual training movement. It has been
taught as an area apart from academic learning, and, in its early days,

there was strong emphasis upon the mechanics of drawing.

15Fr¢derick M. Logan, Growth of Art in America, New York, Harpers,
1955’ PP ‘ 19"’230 '

P




e it - e e s AR A, L4 oo
N SR it e MR ‘EE:.‘}”,XMW@%#‘.,}@, ’)’ﬁﬁﬁwwﬁ!?‘ ‘;:?:“«: gy G s rabcabilat o
e L Ty e T e T e LR R 2B s R SO

Objectives in art education have broadened since 1900, Teacher edu-

cation in art includes direct experience with art media as means of

expression. Aesthetic understanding is sounder, but there is still a need

for further clarification of the role of art in the educatioq of young.children.
Music in the public schools has also been influenced by the social |

forces that controlled education at various periods of history. It had

its origin in the 18th century singing-school which was a universal in-

stitution at that time. These schools were originally private enterprises,

organized to improve singing in church services. Classes were held at

night, since the teacher usually held some otherAppsitiqn during the day.

The singing=-schools were the cente; for the social as well as religious

life of the community.

Lowell Mason, the "Father of School-Music in America,"16 was initially
a singing-school teacher. In 1837, he offered his services, free of charge,
to the Boston schools to introduce vocal music as an experiment. Exh;bitiops‘ i
of his children were well-received, and, with the active support of the
Boston Academy of Music, the school board voted to appoint teachers of

vocal music in the several public schools in Boston. The first public

school music, was, in fact, a transplanted singing-school, with-similar

books, methods, and teachers, the only difference being that this type of

instruction was now available to all children.

Music education in the schools has come under other influences, The
child=-study movement‘brought with it an emphasis upon appreciation and
pleasure in music, rather than stress on the ability to sight-read. Music

appreciation in the form of listenihg lessons began. The use of rhythm

16g, B. Birge, History of Public School Music in the United States,
Bryn Mawr, Pa., Oliver Ditson Co., 1937, Chapters I and II.
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instruments, marghing and movement was introduced, especially in the
kindergarten. Instrumental instruction and bands have been initiated
in many elementary schools. But in spite of the many changes since its
inception, singing is still the fundamental school-music activity.

There are other art areas that are not as firmly established as
part of the elementary school curriculum as art and music, but are,
nevertheless, making their influence felt. Dance has found its way
into the schools mainly through departments of physical education.

Some pioneer teachers, interested in the modern dance when it made its
appearance in the 1930's, introduced this art form into college physical
education programs, and these, in turn; influenced the teachers in the

lower levels. Creative dramatics has, entered some elementary schools,
mostly through the efforts of Winifred Ward, whose books are used by
classroom teachers. But the development of dance and creative dramatics

in the schools has been dependent upon the leadership of a few forceful
individuals, and there has been little attempt to coordinate these programs,
or to establish clearly defined goals.

It is time for educators to examine the purposes of education in
the arts, and to determine how programs to meet present needs can be
put into practice. Music is no longer taught in order to improve
singing in church choirs. Drawing is not considered a part of the
manual training program. Appreciation courses, where the accomplish-
ments of the great masters are set upon a pedestal, apart from the life
experiences of children, do not develop children's artistic sensitivity.
What is needed is for children to develop the capacity to respond to -
the arts, and to the aesthetic aspects of nature and life.

The emphasis in today's schools is upon academic learning, and

educators are being challenged to do a "more serious" job of education




than previously. Specialists in the arts areas are trying to justify

their specialties as essential to the curriculum, gnd not as_"frills."

An articlel? in the NEA Journal deplores the fact that music has been

considered‘"recreational" in the schools. The author makes‘a fervent

plea for serious instruction. In another publication, ViyianhNora

Grelickl8 speaks of art as the "outsider" in the schools. "The main line

of American education does not include art on“its routg. It me:gly allows

it to provide brief patches of disjointed.scenery'which tbe fast mpying“young

traveler can never touch, or claim for his own.? |
These specialists just hint at the need for ;e-evaluatiqn of the

place of art and music in the curriculum. Actually a much bigger task

is at hand, involving the coordination of all instruction in the arts,

the defining of goals, and the discovery of basic concepts.

Some Implications of the "Disciplines Approach"
for the Field of Aesthetics

The focus in education today is on the need for structuring all areas
of learning. "Grasping the structure of a subject is understanding it in
a way that permits many other things to be related to it meaningfully.

To learn structure, in short, is to learn how things are related."19

Ever since the Woods Hole Conference, called by the National Academy

of Sciences in 1959, and reported by Bruner,2° there has been mqgh attention

17charles Leonhard, "The Place of Music in our Elementary and Second=-
ary Schools," NEA Journal, April, 1963.

18y;vian Nora Grelick, "Art - The Outsider," Teachers College Record,
April, 1963, p. 585. |

19jerome Bruner, The Process of Education, Cambridge, Harvard
University Press, 1961, p. 7.

201pid.
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given by educators and scholars from all of the academic fields to the
structure of various disciplines. The problem is how to present basic
subjects and their teaching materials in such a way that pervading and
powerful ideas, and attitudes relating to them, are given a central role.
The arts areas, as well as the sciences and social sciences, need to be
viewed in this way, to see where a focus upon structure is possible.

According to Phenix,zl'a field of knowledge can be defined when
"powerful key concepts can be discovered which are applicable to a given
group of ideas." An attempf must be made to see if such "key concepts"
exist in the area of aesthetics. Certainly there is a way of working
that is unique to the arts, and that way may differ from forms of dis-
cursive logic prevalent in other fields. The arts deal with feelings,
‘and there is no reason to assume that ways of communicating feelings
cannot be investigated. Susanne Langer comments, "Most people are SO
imbued with the idea that feeling is a formless total organic excitement
in men and animals that the idea of educating feeling, developing its
scope and quality, seems odg to them, if not absurd. It is, really,
I think, the very heart of personal education."22

An attempt is made, in this study, to describe some of the basic
concepts that prevail in all of the arts. Ways of workiny in these
areas which require immediacy of experience, direct relationship of
content and form, and the use of non-discursive symbols to express
essential qualities are discussed, and are the basis for methods employed

in the action-study described. Elements or components ccmmon to expression

21p, Phenix, "Key Concepts and the Crisis in Learning," Teachers
College Record, Vol. 58:137-143, December, 1956.

22gysanns Langer, "The Cultural Importance of the Arts," in Aesthetic
Form and Education, ed. by Michael F. Andrews, Syracuse University Press,
1958, pp. 8=9.




in all of the arts are explored in various ways in the work done with
children. These elements play different roles in each of the arts, but
they appear, in one way or another, in every work of art which achievés
organic unity and expressiveness.

Further investigation may be necessary to determine the extent
to which aesthetics can be considered a discipline, and to determine
what concepts and what elements which contribute to its structure are
the essential ones. How these elements are inter-related in the

structural framework of various arts has not been fully determined.

For purposes of this study, certain concepts related to the ways of
working in art areas, and certain recognizable components will be

discussed. A program to help children develop greater awareness of

these components will be described. Thus, the implications of the
vdisciplines approach" as it might be applied to the field of aesthetics

will be explored.

Objectives of This Study

This study, therefore, assumes that aesthetics may be considered
a field of knowledge with basic concepts, and-ways of working that should
be considered in planning educational programs. It is the intent of this
study to apply these ideas to a program for the primary grades.

Rhythmic and exploratory movement was the means used ‘to present these
concepts to the children in an action-study. The use of movement as a

basic tool to elicit and develop aesthetic response with this age group

will be described.
The objectives of the study are thus two-fold:
1. To provide a means for helping teachers to guide children's
:’ aesthetic growth through an awareness of the components that are common

to expraession in all of the arts.

5. To demonstrate some significant contributions of rhythmic move-

ment to aesthetic awareness.




Procedures

The literature on the nature of aesthetics was reviewed, with
particular emphasis being given to descriptions of the elements that
make up aesthetic experience. Some components that are common to
expression in all of the arts were selected and a rationale for their
choice was developed. These selections were then considered as some
vkey concepts" and a program for primary grade children wHich emphasized
these concepts was devised.

The program was put into action with a class of second grade
children for a period of sixteen weeks. Sessions met for foity-five
minutes, twice a week, with the investigator being the visiting teacher
in a classroom setting. She involved the children in movement exploration,
discussion, and some art and creative writing experiences.

Data were collected in the form of type-scripts of each session,
art work and writings of children, and recorded observations. The
classroom teacher and an outside observer experienced in dance movement
and vocabulary recorded behavior of the children during these sessions.

The data were analyzed to determine the degree and quality of
aesthetic development. The investigator was aware of difficulties of
evaluation in this area. Valid measuring instruments do not exist, and
it is questionable whether or not quantitafive measurement can be mean-
ingful when applied to aesthetic responses. ‘The plan of this study,
therefore, was tgmdesgyibe children‘smresponses, and to categorize
them according to a previously devised set of criteria, which attempted

to focus attention upon aspects of aesthetic behavior.




Limitations of the Study

Although the components of aesthetic experience explored in this
study have relevance for all art education, it is not presumed that this
program is applicable to all grade levels and age groups. This program
was oriented toward the primary grade level, with which the investigator
has had extensive experience.

There has been no attempt made to develop skills in the performance
of any of the arts dealt with in this study. The focus has been upon an
awareness of aesthetic components and their relationship to various modes
of expression. Techniques in body movement, in the use of paints or clay,
in oral or written language, were not emphasized« The program is not

intended as a complete curriculum for art, music or dance.

Reporting of the Study

Since the study touches upon many fields of knowledge and previous
related work can be found in different areas, related literature 1s

reported in the chapters to which it is relevant.

The nature of aesthetics is discussed in Chapter II. Some of the
philosophical writings of aestheticians have been reviewed with a focu§
upon selection of components common to expression in the arts.

The use of movement to develop aesthetic concepts is discussed in
Chapter III. Research of psychologists relating to movement is cited
as evidence of the relationship of movement to learning. Previous use
of movement in the classroom and in art and music programs, is reported.

Chapter IV describes the setting of the action-study, and gives a
detailed description of the brocedures. A summary of the class sessions

is presented in this chapter, and the methods for collecting and evaluating
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the data are described.

Chapter V discusses the method for evaluation of aesthetic behavior
in greater detail. Previous studies are cited, and a justification for
the use of subjective judgment is presented.

The components that were selected for exploration in the action-study
are discussed individually in the chapters that follow. Excerpts from
type-scripts taken from tape recordings and selected observations of re-
corders are used to report the activities that took place during the
sessions of the action-study which relate to the particular component
being considered.

Chapter XI presents individual profiles of each child in the class.
Data compiled during the study are repc-u-ted and the summary statements of
the investigator and each of the observer-recorders are given for each
child.

Chapter XII gives a summary of the theoretical framework of this
study, as well as a summary of the action-study and its findings. Con-
clusions and implications for future investigation are presented at the

end of this chapter.

Definition of Terms

Some of the terms used throughout the study are defined here, aly
though, in most cases, the meaning will be clarified through the use of
the term in context.

Aesthetics™
A field of knowledge concerned with the perception of significant

23pefinition adapted from Phenix, Realms of Meaning, New York, Mc-
Graw-Hill, 1964, Introduction, p. 6.

1
;
A
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aspects and qualities of reality as objectifications of human feelings.

A1l of the arts fall in this general category.

Aegthetic Exgerienge24

A feeling response within the individual to certain qualities in

objects, events and relationships in the environment.

Aestl Obj Art O
A work designed to produce aesthetic response within the individual.
An aesthetic experience is necessary to produce an aesthetic object, but

not every aesthetic experience results in a form of objectification.

Congepts™

Selective'mechanisms in the mental organization of the individual,
tying together sensory impressions, thus aiding in the identification

and classification of aspects of reality.

Aegthetic Conce
Concepts related to the field of aesthetics. Those relevant to this

study are described and defined in Chapter I1.

'M en
The free use of the body in following rhythmic patterns. The words
wdance™ or "dancing®™ are avoided in this study. A dance is an art expression
which has form and organization. Children in this study did not do or learn

dances. Also, dancing often has negative connotations for boysa

24pefinition adapted from Montgomery, "Sensing and Responding to the
Worlds Aesthetic Development,® in Curriculum for Today's Bovs and Girls,
ed. Robert Flemings New York, Charles Merrill, 1963.

25Definition adapted from W. F. Vinacke, "The Investigation of Concept
Formation," in Psychological Bulletin, Vol. 48, 1951.




Moyement Exploration

The free use of the body to explore ideas and concepis.

The free use of the body to express feelings and ideas of the

individual.
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CHAPTER 1I

KEY CONCEPTS IN AESTHETICS

Reference has been made to aesthetics as a field of knowledge, as

one way of knowing reality. As such, there are certain key ideas which

pe:vade all aegthetic areas, and some of these will be discussed in_this

chapter. Various aspects of the nature of art and aesthetic experience

will be considered with particulér emphasis upon those which are relevant

to the point of view upon which this study rests. Support will be cited

from among the many writers who have dealt with these basic ideas.
Defining aesthetics, and.the problems within its scope, has been

the concern of philosophers throughout the ages.v'Perhaps that is

because, "Like all philosophy, aesthetics ié'a process, not an end

product, an inquiry, not an almanac;"l It cannot be considered a body

of conclusions. Simply deciding which areas of investigation are crucial

for aesthetic knowledge is itsélf a philosophical strategy. For purposés

of this study, the following "key concepts" which are related to aesthetic

experience will be discussed:

l. Art as expression of essential quality

2, Art as relation of content and form

3. Art as immediate experience

4, Art as symbolization
5, Art as comprised of basic elements (components)

Art as Expression of Essential Quality

Plato (427-347 B.C.), who first distinguished nsesthetics" as a separate

lyerome Stolnitz, Aesthetics, New York, Macmillan Co., 1965, Intro-
duction, p. 1.

~tiag
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division of philosophy, held that "Beauty" is an absolute, existing beyond
the world of material things. Most art theories, MacMahon? maintains, are
modifications which adapt Plaio's concepts to existing needs at different
periods of history.

The point of view of this investigator is that "Beauty" does not
exist as a separate entity. The essence of the art object is not an
absolute, but is the "essential quality of the subject itself,"3 as the
artist sees it. This essence is conveyed through various elements
which, in turn,‘contribute to the organic unity of the art work, and are,
in a sense, part of that essential quality.

One theory, of 'which Tolstoy4 (1828-1910)'has been the most influ-
ential spokesman, is that the work of art is the medium through which
the artist conveys his emotion to the audience. Hospers5 (1915~ )
takes issue with this ppint of view, pointing out that what the artist is
feeling at the moment is not really relevant to his work. His reason for
creating is not catharsis, the release of his own emotion. His work reflects

an emotion which is an aspect of reality. We know the work for what it is,

because, like the artist, we have responded to certain clues from the

I
environment, and so possess within ourselves some of the same characteristics
possessed by the work of art. Just as we recognize and empathize with

facial expression of emotion, so we can identify with qualities'within

2phillip MacMahon, The Meaning of Art, New York, W. W. Norton, 1931,

3Henry Poore, Art's Place in Education, New York, G. P. Putnam, 1937,
pe. 21,

4Leo Tclstoy,'"Art—The Language of Emotion," in Aesthetics, ede Jo
Stolnitz, New York, Macmillan Co., 1965.

S5John Hospers, "Art and Emotion," in Aesthetics, ed. J. Stolnitz,
New York, Macmillan Co., 1965.
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the art work which the artist has been able to put there. These qualities
need not be a reflection of the artist's immediate state of emotion. We
know what the work conveys even if we do not know his state of mind when
he composed it.

Santayana6 introduces the idea of association tc explain the nature
of art. He claims that expression is as inherent in the object as that
of material or form, but the viewer discovers it, not merely through
perception, but “from association with it of further processes due to
the existence of former impressions." Thus, experience plays a part in
determining aesthetic value, because associations are awakened which are
incorporated in the present object.

"Compression® precedes "expression," according to Dewey.;7 The essence
of living feeds ‘the arts. In creating a work of art, the artist compresses
his experience to express an essence of life. Art celebrates with peculiar
intensity the moment in which the past reinforces the present. Thus, what
is expressed by «an -artist must be influenced by the culture and time in
which he lives. Artists are living seismographs, who heighten perception,
and who pnssess a special sensitivity to the human condition,

Collingwood8 also recognizes that "art's truth™ is the faithful trans-
cription of the sense of surrounding events. It is the artist's function
to weld these transient essences into independent and relatively stable:

images.

6-San'cayana, The Sense of Beauty, New York, Scribner's, 1896, Pa~t IV.

7John Dewey, Art as Experience, New York, Minton Balch, 1934, p. 66,

8K. E. Gilbert and Helmut Kuhn, History of Esthetics, Bloumington,
Indiana, Indiana University Press, 1956, Chapter XIX, "Twentieth Century
Directions," pp. 554-556. :
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Building on the concepts of Hospers, Dewey and Collingwood, an

art object can be defined as a means of conveying an intensification of

some aspect of life. That aspect may be a recognizable emotion. It may

be a purely sensory quality that might be inherent in the material of the
art work itself. It may be the essence of an idea or spirit that pervades
an era. Whatever aspect of life the art work deals with, it is to a greater
or lesser degree an abstraction, a compression into an essence. This
abstraction is not derived from many accumulated facts which are built

into generalizations, as in science. In art, the abstraction is an

essential quality that is immediately conveyed as an entity.

Art as Relation of‘Content and Form

4

The question of the relationshipiof art to the realm of common
human experience was first raised by Aristotle? (384-322 B.C.) when he
made the distinctions between "imitation" (related to human experience)
and "effect" (related to the formal aspects of drama) in Greek tragedy.
This is s%ill a moot question. There are aestheticians like Clive Be1110
who claim that all art is “"significant form" which bears little relationship
to life itself. He takes the extreme position that "to appreciate a work
of art, we need bring with us nothing from life, no knowledge of its
ideas or affairs." He goes so far as to condemn those who seek, beyond
form, the emotions of life, as individuals who are defective in their
sensibilities,

The importance of form, that is, the unity created by man's

9aristotle, "Poetics," in Aesthetics, ed., Jerome Stolnitz, New York,
Macmillan, 1965.

10c1ive Bell, Art, New York, Gs P. Putnam, 1958, ppe 27-29.
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use of organizing elements, cannot be denied. But certainly the essential

e T g o

quality of a work of art is something more than the components which

contribute to its significance.: In a work of art there must be some

ST

kind of fusion, as Aldrich11 says, between the spirit of the materials,

the form of its medium and its subject-matter.

The importance of the theme is often considered a criterion for the
evaluation of the art work. T. M. Greenel? (1897- ) is one of those.
who claims that great art must make significant comment upon a significant

topic, that is, one that reflects a persistent philosophy of life.

Santayana,l3 while valuing structural aspects of an art work, would place
highest value upon man's desires. Thus, what is crucial fo man at a
particular time and place in history is an aesthetic object. To these
writers, a work of art is involved with men's moral and religious alliances,
/ and the content is therefore the most relevant aspect of the work. |
Deweyl4 points out that it is impossible to distinguish between
wsubstance" and "form." The quality, which is usually considered nsub-
stahce," the matter to be communicated, grows out of the forms employed
by the artist. The use of color in one painting may be related to "form"
and may serve to balance the picture or to provide accent. Color in
another, or even the same picture, may convey a quality or mood which
is ths "substance" of the art work. "The undefined pervasive quality

of an experience is that which binds together all the defined elements,

llyirgil Aldrich, Philosophy of Art, New York, Prentice-Hall, 1963.

- 12T, M. Greene, "Artistic Greatness," in Aesthetics, ed. J. Stolnitz,
New York, Macmillan, 1965,

;’ 13George Santayana, The Sense of Beauty, New York, Scribners, 1896.

1450hn Dewey, Art as Experience, New York, Minton Balch, 1934.
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the objects of which we are focally aware, making them a wholee...A work
of art elicits and accentuates this quality of being a whole, and of
belonging to a largery, all-inclusive whole which is the universe in which
we live."-15

The investigator believes that such a blending of ®substance® and

"form® is an essential attribute of art..
Art as Immediate Experience

A distinction that is made between aesthetic and other kinds of
experience is that aesthetic perception is immediate. Relationships
are perceived upon viewing (or listening) and are integrated into a
meaningful whole. Art thus provides a synthesis immediately, and is not
dependent upon generalizations built up through analysis of parts. As
in all knowledge, there 1is generalization from data, but the focus in
aeﬁthetic experience is upon intimacy with immediate content that is
perceived sensuously and structurally.

Because aesthetic experience is sensed upon first contact, and is
directly pefceived, it has been considered by some writers to be

“intuitive.® It is deemed preferable, for purposes of this study, to

eliminate the use of the word, “intuition,“-since it implies an in-

definable area of experience. Relationships do exist in all art expression,
and these relationships can be discovered and discussed. 1f we substitute
the word, “insight," and consider it to be a sudden perception of new
relationships, we can proceed to examine the component parts of aesthetic
experience. Insights are not learned, but are dependent upon learning.

The perceiver must be familiar with the component parts of the situation.

1550hn Dewey, Art as Experience, New York, Minton Balch, 1934,
pp. 194-5. b |




A new insight consists of a re-combination of pre-existent mediating

processes, not the sudden appéarance of a wholly new process.

For purposes of analysis, it is necessary to examine the component
parts of aesthetic experience. Since this destroys the immediacy of
perception, it inhibits the actual full participation in the aesthetic
experience. Analysis of this tiype cannot be considered an aesthetic
experience as such, but it can add to understanding, and perhaps deepen
and intensify the immediate perception of an art object at some future
time. So, in this study, when the components of art-form are discussed,
the children will not be experiencing aesthetically. When the skills of
aesthetic perception are mastered, we can kick away the props which serve
in the learning process,

Since aesthetics is "a field of knowledge concerned with qualities
in their immediacy and their immediately grasped relationships,”16 this
knowledge is best communicated throvgh the senses. Prall advocates
direct experience as a way of- learning perceptual discrimination. The
surest approach to understanding the arts is direct contact with them,
giving the students the same kind of experiences that would serve the
professional artist. Learning the structure of an art mode will increase
appreciation. It is the intent of this study to give children such direct

experience with the structural components of the artse.
Art as S zation

The analysis of language and meaning has played a crucial role in

philosophical thought today, and underlies much of the investigation into

165, pra1l, Aesthetic Analvsis, New York, Thomas Crowell, 1956,
pp. 30-1.




the nature of cognition. Language is considered to be a symbol system,
and, as such, is a manifestation of man's most basic nature. Art is
symbolization of a different kind. It was Ernst Cassirer17 who first
emphasized the essential role of symbol formation, and who recognized
18
art as one of the highest forms of symbolization. Susanne Langer has
developed these ideas, and the approach of this study leans heavily upon
her philosophy. For this reason, some passages from her writing will be
quotéd, which explain some of the underlying ideas in this investigations
The p.ower‘ of understanding symbols, i.é‘ of regarding
everything about sense-datum as irrelevant except a certain
form that it embodies, is the most characteristic mental trait
of mankind. '
Visual forms---lines, colors, proportions, etc.---are
just as capable of articulation, i.e. of complex combination,
as words. But the laws that govern this sort of articulation
are all together different from the laws of syntax that govern
language. The most radical difference is that visual forms
are not discursive. They do not present their constituents
successively, but simultaneously, so the relations detemining
a visual structure are grasped in one act of vision.20
Langer develops much of her thinking from the findings of Gestalt
psychologists. It is in the power of perceiving, in the way our eyes
and ears function, that symbolization first takes place. Eyes see
forms, and ears hear articulated sounds, and if this were not so, the
jumble of sense-impressions received would be meaningless and chaotic.

“This unconscious appreciation of forms is the primitive root of all

abstraction, which, in turn, is the keynote of rationality_."‘21 Seeing

17Exnst Cassirer, An Esgay gn Mam, Yale University Press, 1944.
18

Susanne Langer, Philoso n a New Key, Mentor Books, 1964.
9
1 1hid., p. 70.

201p4d., p. 86.

2l1bid., p. 83.
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is thus not a passive process, but involves interaction with the environ-
ment. Formulation and abstraction begin with the sense-organs, so that
conceptualization of a particular type is inherent in perception.

Nature speaks to us, first of all, through our sensess
the forms and qualities we distinguish, remember, imagine,
or recognize are symbols of entities which exceed and outlive
our momentary experience., Moreover, the same symbols---
qualities, lines; rhythms---may occur in innumerable presenta-
tionsy they are abstractable and combinatory.22

The implications of this thinking for aesthetic theory and for educa-

tion in the arts are profound. What are the formulations and abstractions

made by the sense-organs? Although they are immediately perceived, can
they not be identified? If they are "abstractable and combinatory™ can
they not be isolated for examination? This study is an attempt to move
in this direction.

Langer claims that the arts are distinctly separate, each having its
own special "primary apparition.” But this does not mean they are un-
related. They have all sorts of specialized, interesting relationships
to each other. If we analyze far enough, there is

essd point where deeper structural devices--ambivalent images,

intersecting forcef, great rhythms and their analogues in detall,

variations, congruences, in shorts all the organizing devices---

reveal the principles of dynamic form that we learn from nature
as spontaneously as we learn language from our elders. These

pringiples appear, in one art after another, as the gulding ones
in every work that achieves organic unity, vitality of form or

expressiveness, which is what we mean by the §1ggigiggg§g_gi_g;;‘23

Junderlining is ming ' | |

Linguists today are analyzing the structure of language symbols.
Can not aestheticians find out more about the "structural devices," and

"quiding principles"” whith contribute so heavily to the ™significance of .

2?Susanne Langery P ophy in a New Key, Mentor Books, 1964, p. 87.
2§Susanné Langer, Proble Art, New York, Scribners, 1957y po 79.
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art"®? For it is undoubtedly these non-discursive forms that our eyes
and ears use to organize experience that give us aesthetic sensation

and knowledge.
Art as Comprised of Basic Structural Elements

A work of art has significant form in which patterns evolve and
contrast with each other, but maintain a unity of thought and feeling.
What are the elements of this significant form? What is the nature
of the patterns that evolve and contrast? Assuredly, any analysis
cannot define these elements as clear, compartmentalized units for too
much of the total effect of art is dependent upon the inter-relationship
of elements, and the immediate perception of those inter-relationships. -
But, recognizing its 1imitations, analysis of form can help to develop
aesthetic insight.

The concern of this study is with the education of young children,
and the development of their immate aesthetic sensitivity. The Gestalt
psychologist, Rudolf Arnheim, statess

The clarification of visual forms and their organization into

integrated patterns, as well as the attribution of such forms

to suitable objects, is one of the most effective training

grounds of the young mind. Educators and psychologists are

beginning to see that intelligence does_not operate only in

verbal abstractions. Visual thinking /I would add auditory

and kinesthetic as well/ manifests and develops genexal  _

intelligence, and the step-wise progress of visual Zﬁensorx/

order reflects the development of the person as a whole.24

This section will discuss various aspects of form as they have been

defined by aestheticians, "and will conclude with the selection of

particular structural components that were used in the actlion-study

24Rudolf Arnheim, “Gestalt Psychology and Artistic Form," in Agpects
of Form, ed. Lancelot Law White, New York, Pellegrini and Cudahy, 195l.

Brackets contain comments of this writer. In a personal interview, Arnheim
agreed with this implication.
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described in the following chapters.
Many writers have attempted to jsolate elemenis of form. Such

isolation often results in limited interpretations and confused terminology.

Close inter-relationships exist among all of these elements, and unless

this fact is taken into consideration, meanings are obscured.

gurt Sachs explains these inter-relationships in temms of the metaphors
of language in which the common forces in all of the arts are implied:

Melody is often said to describe a line or a curve which
might be smooth or jaggeds orchestration gives color, and the
orchestrator has a more or less assorted palate., Painters, on
the other hand, have or have not tcnej a painting with much light
is high in key or pitch and one with little light is low. To such
metaphors, language has added a number of semi-metaphors which makes
one forget that they have been transferred from art to art, bearing
witness to the existence of a common stock of qualities from which
all of the arts are built, asst form and structure, symmetry, rhythm,
color, clearness, movement, and numerous others. Thus, inadvertently,
we often speak of what is dormant deep in our unconscious, that
the basic forces at the bottom of art do not change whether we

build, carve, paint or compose.

Occasionally a single component is suggested as the key to all art

"Unity in diversity" has been suggested as the basic element

experience.

to which all other elements relate. All other categories thus become means
| 26 s
whereby this unity is achieved. Thus, Stolnitz™ proposes that Yunity in

diversity" is achieved throughs

1. Recurrence- repetition of a melody, or line

2. Recurrence with variation- repetition with change, as in theme
and variation

3. Rhythm- pattern of emphasis and pause

4. Hierathy or dominance- the use of centrality

5. Balance- symmetry achieved by contrasts the setting of one
against the other

6. Evolution- unity of a progress when earlier parts determine
the later and together create a total meaning

25gurt Sachs, The Commonwealth of Art, New York, Norton, 19464 p. 18,

3 26erome Stolnitz, Aesthetics and the Philosophy of Art Criticism,
Cambridge, Riverside Press, 1960, Chapter 9, "Matter and Form."
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Stolnitz is quick to recognize that all the categories he names are inter-

related. He also makes the very valid point that the knowledge gained from

analysis is not enough. It "must be absorbed into the very seeing and
hearing of a work. If it remains external to aesthetic perception, if it
does not make the work a richer and more meaningful object, then it defeats
its own purpose.....Analysis of form can never be a substitute for the
unique design of a work. Words can help, but they can never suffice."27
DeWitt Parker28 also makes "Organic Unity: Unity in Variety" the
master principle in art, claiming that the value of the work as a whole
depends upon the reciprocal relationships of its elements. Other sub-

servient principles are:

1. Principle of theme: dominant character
Some one pre-eminent shape, color, line, melodic pattern,
meaning

2. Thematic variation
Repetition with variation through recurrence, transposition,
alternation, inversion‘.

3. Balance
Opposition of elements where each needs the other; equality of
opposed values

4, Rhythm: thematic repetition plus balance

5. Evolution
Unity of a process when earlier parts determine the later
Necessary relation between means and ends, cause and effect
Related to other forms, especially rhythm

6. Hierarchy: relative dominance

! Any quality that attracts attention to Ytself creates relative

a dominance

Perhaps one of the clearest and most direct statements is made by the

artist, Ben Shahn:

Form is not just the intention of content; it is the embodiment
of content. Form is based, first, upon a supposition, a theme. Form
is, second, a marshaling of materials, the inert matter in which the
theme is cast. Form is, third, a setting of boundaries, of limits.

ﬁa 27jerome Stolnitz, Aesthetics and the Philosophy of Art Criticism,
Cambridge, Riverside Press, 1960, p. 246,

28pewitt Parker, "The Nature of Art," in Problems of Aesthetics, ed.
Morris Weitz, New York, Macmillan, 1959.
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the whole extent of idea, but no more, an outer shape of idea.

Form is, next, the relation of inner shapes to the outer limits,

the initial establishment of harmonies. Form is, further, the

aholishing of excessive content, of content that falls outside

the true limits of the theme. It is the abolishing of excessive

materials, whatever material is extraneous to inner harmony,

to the order of shapes now established. Form 1§9thus a discipline,

an ordering, according to the needs of content.

Having surveyed the literature relating to the components of art-form,
we can conclude that most writers agree that (1) analys?s is simply a tool,
and cannot substitute for aesthetic experience itself, (2) many terms are
applied to various arts to describe their basic structure, and these terms
have common underlying meanings, and (3) all of these basic structural
elements are related to each other within the art object.

For purposes of this study, certain elements of basic structure have
been selected for exploration in an action-study with children. To some
extent, the components selected bear a relationship to much of the terminology
described above. The selection has also been influenced by the investigator's
previous knowledge of children's interests and potentials. In describing
the components selected, relationship to previously discussed categories

will be made, -and analogous terms for those chosen by the investigator

will be given.

Tj (T)30

(Analogous terms used by aestheticianss 1idea, substance, content,
mood, message, quality.)

Every work of art must ™say™ something in its own special way. What

it conveys is its theme, its basic substance, its content. Very often the

5 29Bgn Shaln, The Shape of Content, Harvard University Press, 1957, p. 70.
" 30Letters in parentheses are the designation used to indicate the

main focus of sessions described in the following chapters.
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artist begins with this idea, and uses the materials of his craft, and

the various structural me ans to develop it. But the quality of an art

work may come from the materials themselves, as when a sculptor works with
a piece of marble and allows the forms to grow out of 1ts lnherent nature.
Or the impetus may develop from a shape, a color, a rhythmic pattern, a
texture. Artists have been known to comment that the work of art has a
life of its own, which evolves under their hands almost without super-
imposed ideas from them.

In the work with children described in the following chapters, the theme
was rarely established in advance. The emphasis was on developing aware-
ness of structural elements as they appear in the various arts. In explor-

ing these through movement, ideas for content often occurred to the

children, and were incorporated into their improvisations. The quality
v : of sounds to which they reacted may have suggested the wind, or a fire-

engine, but the sound itself was the starting point. In exploring shapes

T L

or rhythms, other dramatic images often presented themselves. These

associations were encouragedy but the emphasis was primarily upon the

quality inherent in the structural elements and materials explored.

aljl Sen P

{Analogous terms used by aestheticians: tone, coior,~texture, pitch.)
- The true material of all aesthetic experlence is sensory perception.
| What we perceive with our sense organs, and the quality inherent in that
perception is the "stuff"™ of which art is composed. Artists working in
different modes appeal to different sense organs. They use different -
materials, and develop specialized techniques for their use.
. This study does not concern itselfy to any great extenty with the

development of these techniques. Since movement was the prime area of




activity, some preliminary warm-up was given at the beginning of each
session. Children were instructed in the use of their body through
stretches, jumps, relaxation exercises and general improvement of body
alignment.

However, a great deal of the time was spent in developing sensqry
awareness. Sessions were devoted to color, texture, tonal qualitie§

and kinesthetic sensation. The techniques for the development of tone

on an instrument, or for the use of color on a canvas were not stressed.
The emphasis was upon the quality inherent in the sense experience.
‘This group of sessions is therefore placed in a category known as

"Quality of Sensory Perception™ (Q).

Patte P

(Analogous terms used by aestheticlanss shape, design, outline,
organization, form, cohesion, setting of boundaries.? ‘

In all of the arts areas, there are kinds of fomms or over-all frame-
works to which the artist must adhere if his work is to effectively hang
together. The outer shape of an idea, as Ben Shawn says, 1s a boundary
which each artist must establish. Those dealing with spatial arts are
aware of shape, pattern, and/or an over—ali structural outline. Dancers
and actors must taken into account the area in which they work, and
staging of movement and floor pattern are significant features of their
art.

Those dealing with temporal arts also have a’ pattern or form upon

which they must focus. Sonata and fugue are temporal patterns in music.

Poetry also has its temporal forms. The framework or over-all form in

which the work of art is set is referred to in this study as "Pattern™ (P).

T T R,




- and pause, as it is experienced through auditory, visual, and kinesthetic

each other is what gives balance. This is sometimes achieved through

" ‘rhythm. Because it is so basic to life itself, children are quick to

W PR T

(Considered by many aestheticians to be an aspect of balancey
harmony, symmetrys or the relating of inner shapes.)

Rhythm is defined in this study as the repeated pattern of emphasis

sense. For many aestheticians, rhythm has been considered the means

for achieving harmony. The way the parts of a work of art relate to

contrast, the setting of one factor against another. Sometimés it 1s
through repetition. Rhythm is a kind of internal organization through
which the parts are related.

To Susanne Langer,31 rhythm is the most characteristic principle
of vital activity« Music thus organizes our conception of feeling

through the same principle that organizes physical existence, that is,

know it, feel it and respond to it. For this reason, rhythm is the

first component to be explored in this study, and sessions are des-
cribed in which rhythm is developed through sense of body activity,

and is then related to the forms it takes in music and the visual arts.

Dominange (D)
(Analogous terms used by aestheticianss centrality, compression,:
emphasis, accent, hieraghy, evolution, concentrationg dynamic

sequence.

"Whatever material is extraneous to inner harmonyy" Shaln 8aysy
“must be abolished." Other writers have said that art involves com-
pression,™ that important aspects must be heightened, that centrality

" of a work must be established, that a climax 'must be achieved. "Cen-

3lSysanne Langer, Feeling and Form, New Yorks Scribners; 1953, p. 126.
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trality” has more meaning when applied to a painting, "climax" when
applied to a dramag but whatever the terms used, the underlying meaning
is the same.

In working with children, there were some attempts to expeirience
the heightening effect which is essential to all art expression. In
this study, several sessions were devoted to an awareness of accent,
the building toward climax and the ability to abstract essential
ideas in movement, These sessions are designated as D, for "Dominance.™

Thus, the components to be considered in the action-study described
in the following chapters are theme, quality of sensory perception,
pattern, thythm and dominance. They were not presented to the children
in this order because it was deemed preferable to use more familiar
ideas first. Summaries of sessions and the order in which they were

presented are given in Chapter IV,
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CHAPTER III
THE USE OF MOVEMENT TO DEVELOP AESTHETIC CONCEPTS

The emphasis in this study is upon movement exploration to develop
aesthetic awareness. Since movement is the means through which these
concepts are presented to children in the action-study described in
the following chapters, it is considered important to establish the

desirability of movement exploratlon as a way of working.

The identification of key concepts by experts in any of the dis-'
ciplines is only one step toward the improvement of education in that
discipline. The second and equally important step to be taken is to
find ways to make those concepts :neaningfull to the age group to which
they are to be presented. The interests and potentials of children
must be considered in planning any kind of curriculum. The concepts
must be keprin mind, as directions toward which the educator aims, but
the starting place is the child himself. His abilities must be examined,
- 80 that he can be taken from where he is, and development in a particular
direction can be of an emergent nature. His own powers and present .
abilities must be exercised, but directed toward the"race-experiencé*2

embodied in the achievement of the past.

1Jerome Bruner, %hgwgzgﬁggs_gingufg;;gg, Cambrldge, Harvard University
Pressy 1961, Chapter eadiness for Learning."

2John DeweK “The Child and the Curriculum,™ in D jon,
ed. Martin Dworkin, Bureau of Publications, Teachers College, Cblumbia
University, po 1ll.
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Children love to move. Any observer of the young can testify to
this fact. When a class is dismissed, children often leave the school
building running. They may not be in a hurry to get some place. They
seem to run for the pure satisfaction that the movement gives them.

Psychologists have begun to recognize that movement is a motivation
in its own right, independent of other drives. In his paper on
"Motivation Reconsidered," White3 reports on studies involving motility
done by various psychologists. Animal studies reveal that running in
an activity wheel is sufficient reward for learning. Children are
gratified when they discover the connection between a movement executed
and the accompanying and subsequent sensations. Such experiences build
up a "definite self- or body-consciousness which becomes the center and
the point of reference for all purposeful and coordinated activity."4
Growth of ego, therefore, depends heavily upon the consequences of activity.

The psycho-analyst, Bela Mittelmann,5 draws even more radical con-
clusions in his paper on motility. Not only is motility considered an
"urge in its own right," but at the second and third years, it "dominates
all other urges." Through movement, a child learns to differentiate
self from objects outside. He learns relationships of size and shape.

His ability to handle his own body-movement is closely related tn his

ego-development. “#fective movements are his main means of communication

with adults. Deprivation of opportunity for motility is seen by Mittelmann

3Robert White, "Motivation Reconsidered: The Concept of Competence,"
Psychological Review, Vol. 66, No. 5, 1959,

4Ibid., quoting from Kardiner (1947).

Sgela Mittelmann, "Motility in Infants, Children and Adults," The
Psychoanalytic Study_of the Child, Vol. 9, 1954.




as cause for pathological behavior.

Studies of institutional babies6 have shown that when they are
deprived of motility they suffer a loss in developmental areas of language
and reasoning ability. The work of Delacato7 in which specch and reading
defects are treated with exercises and body manipulation are further
testimony to the importance of mévement in all aspects of child develop-
ment.

Jersild states that "motor operations play an important role in the
field of the arts,"8 He suggests that those responsible for planning
curriculum for the schools have ™greatly under-rated the role of motor-
d.evelopmen-a;,."9 GenE§a11y the relationship between motor activity
and aesthetic responsiveness has had little attent;on from educators
in public s#hools.lo |

Parents and nursery teachers have recognized the poicntial for
expressive movement in the pre-school child and have encouraged it
with action games and stories. Everyone admires the freedom and agility
of five-year-olds as they skip and gallop. We recognize, also, the
expression of feeling in the everyday movements of young children,
their responsiveness to mﬁsic through dance, their use of gesture to -
communicate. Yet these potentials for aesthetic development are all too

often ignored in the primary grades. As children grow older, their

6As reported by Arthur Jersild, Child Psvcholoay, New York,
Prentice-Hall, 1962, pp. 137-140.

7Carl Delacato, The Diagnosis and Treatment of Speech and Reading
Problems, Springfield, Illinois, Charles C. Thomas, 1963. :

8Jersild, log cit., p. 105.
9Ibid., p. 108.

10piscussion of music and art programs involving movement will follow
later in this chapter.
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4
motor responses are discouraged. Nine-year-olds do not move with the

freedom and aesthetic quality that they had exhibited earlier, although
the interest in movement is still there. Lee and Lee11 list "physical
activity, using the body as a whole® as the first major field in which
elementary school children react with interest. Yet opportunity to
explore this interest and to relate it to other areas of development

is no£ sufficiently provided.

All interests thrive on the opportunity to achieve. The relationship
petween movement and expression of feeling exhibited by the pre-school
child needs development during this school years. His ability to respond
to sights and soundsyand to move in patterns that reveal feelings must
be encouraged as he gets older. Progress in the arts requires a pro-
gressive strengthening and refinement of the expressive patterns of child-
hoode Fors our aim, as Margaret H'Doublier puts it, is “to keep alive
the creative impulse in the child, and help carry it over into adult

life, with heightened power and more enlightened purpose."12

Mo - A L

A curriculum for young children should provide opportunities for
many concrete sensory experiences. "It is generally accepted that sensory
experiences precedeand form the basis for the later abilities to comprehend
and manipulate abstract symbols."13 A multi-sensory approach facilitates

and re-inforces learning.

117, M. Lee and D. M. Lee, Ihe Child and His Curriculum, New York,
Appleton-Century, 1940, p. 116. |

12Margaret H*Doublier, The Da nd Its P E n, Harcourt
Brace, 1925, p. 6.

) 13pyth Hartley, Lawrence Frank and Robert Goldenson, U ndin
c ‘e Play, Columbia University Press, 1956, p. 156. ’
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Children use all of their sensory equipment to "take in" the world.
They are sensitive to smells and tastes, as well as to visual and auditory
stimulation. They also respond strongly to the sensation of their own
muscles, their kinesthetic sense. These sensory perceptions are the basis
of aesthetic reactions as well as for development of utilitarian skills.
They need riot be dulled as children learn to analyze, judge and predict.
They can all be employed as part of the learning process, as part of
conceptual development in all of the disciplines.

Vygotsky14 recognizes that sensory material is important in language
development. Too much emphasis upon the verbal, that is, studying the
word separately, is uncharacteristic of child thinking.

A study by Karl Buhlerl® showed that blindfolded children were superior
to adults in discriminating forms, that is, in the perception of size,
shape, and so forth. He concludes that there is an over-emphasis upon
sight in teaching. Various forms of motor sensation are strong in child-
hood, and can be employed to facilitate learning.

A study done by the investigator in an undergraduate experimental
psychology course, attempted to establish the ability of college students
to learn through kinesthetic perception. Three categories of students
were chosen: (1) those with 1little training in motor abilities, (2) those
who had athletic training and skills, and (3) those trained by a modern
dance teacher who emphasized muscle awareness on a conscious level.

A series of positions were taught to these groups, by blindfolding the

subjects and placing them in desired positions. The amount of deviation

41ev s, Vygotsky, Thought and Languaye, Cambridge, M«I.T. Press,
1962, p. 52.

15ar1 Buhler, The Mental Development of the Child, Harcourt Brace,
1930, p. 63.
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from the taught position was measured when the subject tried to reproduce
ite The more experienced the subject was in kinesthetic awareness, the
more accurate his learning. This suggests that kinesthetic perception

is a neglected area in teaching, and that lack of use dulls this per-
ception.

Sina Mott's16 study, in which kindergarten children were given motor
experiences before drawing a figure of a man, shows that muscular aware-
ness of parts of the body increases children's concept development as
revealed in their subsequent drawings. Mottt concludes that children at
this age learn faster through doing than seeingy and that they should
be taught "through their muscles.™

Muscle-sense is not only a source of "in-take" for the child, it is
a primary means of expression, as well. "...his body is an organ of
expression, as well as perceptiong his attitudes toward himself and
the world about him are expressed in the way he uses his body more
fully than in his verb.alizations.17

Non-verbal communication precedes verbal forms in the life of the
individual, ﬁnd in some cultures it is a significant aspect of adult
life. Many believe that the impoverishment of cornunication within
our own culture is related to an inadequate response to messages ex-
pressed in non-verbal tems. The too early emphasis upon the verbal,
the bombardment of words in education and in entertainment, the lack of

physical participation in experlence; have made us insensitive to sensery

1
6Sina Mott, "™Muscular Activity as Aid to Concept Formation,™ Child
Dg!glomg nL"’ 16’ 1945’ PPs 102-108.

1#artley, Fran ky and Goldenson, Understanding Children's Play, New
York, Columbia University Press, 19564 p. 7.
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response. An effort must be méde to teach children to feel for themselves,
to develop a rich capacity for emotional life. This can be done mainly-
through the education of the senses, which is "the gateway to emotional
awa:reness.a"18

Muscle-awareness plays an important part in emotional development.
%The expression of emotions, the ability to make statements, and the
transmission of any kind of signals are implemented by the muscles. The
communicative process is therefore directly dependent upon the neuro-
muscular system,"l9

Aesthetic education, which aims to preserve and develop the feeling-
response of young children to the world, must take into account the part

played by kinesthetic perception and expressive movement.

E M e F M

Just as movement appears as an early form of expression in the life
of the individual, so, apparentlys it has appeared as one of the primary
arts in the history of the race. The blending of many modes of expression
in children's rhythmic play, the chanting that agcompanies movement, the
use of dramatic images, is suggestive of early creative efforts of man-
kind. Dance has played an important part in primitive cultures, and
it is, perhaps, from these roots in movement expression that other arts
developed. Havelock Ellis sayss

Dancing and building are the two primary arts. The art of

dancing stands at the head of all of the arts that express them-
selves first in the human person. The art of building, or

18 7ohn MacMurray, Reason and Emotion, London, Farber and Farber, 1936,
p. 39.
197, Ruesch and Weldon Kees, Non-Verbal Communicatjon, University of

California Press, 1956, p. 16.
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architecture, is the beginning of all the arts that lie outside
the person: and in the end they unite. Music, acting,; poetry;
proceed in one mighty streamy sculpture, painting, and all the
arts of design, in the other. There is no primary art outside
of these two arts, for their origin is far earlier than man him-
self, and dancing came first.

It would be difficult to prove Ellis® statement, but some evidence
can be gathered from observation of lower forms of life. Curt Sachs21 -
reports on the dancing of groups of birds in British Guiana and in
Australia. He gives, as further evidence of pre-human dance expression,
the observations by Wolfgang Kohler of the dancing of apes. The evolution
of dance, it seems, began in pre-history. At tﬁe dawn of civilization,
dance had already reached a degree of development that no other art or
science could match.

According to Susanne Langer, this early development of daance as an
art form is natural. Every art image is a reflection of the world as
seen by man. As one objective aspect of reality after another comes to
people's notice, an art expression of it arises. Early man was con-
cerned with demonic Powers, and the dance is primarily a virtual image
of power. Thus, "In a world percelived as a'realm of mystic Powers, the
fir#f created image is the dynamic images the first objectification of
human nature, the first true art, is Dance.*22
Whether we acknowledge dance as the primary art or not, it can readily

be recognized as a basic form of expression in most cultures. Folk dances

of various countries reflect the temperament and interests of their people.

20Havelock Ellis, Ihe Dange of Life, Carbridge, Mass., Riverside Press,
1924, Pe 36.

21Cyrt Sachs, World Historv of the Dance, New York, Seven Arts, 1952,
pp. 9-1l.

225y anne Langery *The DKpanic Imaget Some Philosgghical Reflections.
on Dance,™ Problemg of Art, Charles Scribnerts Sons, 1957, pe 12.
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Where more highly developed art modes do not exist, dance 1is often present
in some form. It serves as an emotional release for the participants, even
when it does not exist as an art-form to be viewed by an audience.

Early in the history of civilization, the Greek “"choros” presented

a blending of many forms of expression as we now know them. ™Poetry, -

music and dancing werey, to the Greeks, inseparable 1magined."23 The

"dancing-choir® was inter-woven with the action of the play, establishing

the mood. Words, music and movement were blended, and were thought of

as one.

Because it is so closely tied to life, both in the history of the -

individual and in that of the culture, dance can be the starting polnt

for exploration into all of the arts. Movement is distinctly relate to

other forms of expression. An image of movement is created through music,

and the musician must sense the rnaythmic patterns of life to develop

his art. The artists toos experiences these rhythms, and he must also

have the spatial awareness of the dancer. Body-control and body-expression

are essential to the actor. Aspects of movement experience are, thus,-

related to all of the arts, and exploration of movement has beaiing on

many of them.

The beauty inherent in the free movement of children is well-known
to teachers who allow this freedom. Where there is an accepting atmosphere,
where teacher and children share ideas and feelings, where children are

n encouraged to express themselves, in such classrooms dancing is likely

g* 23Lincoln Kirstein, Ihe Book of the Dance, New York, Garden City
Publishing Co., 1935. '
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to happen. Such was the case on one spring morning in the New Zealand
"infant room™ of Mrs. Sylvia Ashton-Warners

Having settled them all down busily and noisily writing
stories, feeling keenly myself the spring in the air, with the
sun pouring across the prefab through the generous windows,

I ran over to the piano and began playing “Hark, Hark, the
Lark'® Then something happened which is the highest peak of
achievement in what I, for want of the real word, call my
teaching.

Whether it was the genius of Shubert speaking over the
century through his inspired music, whether it was the spring
in the air after the unprecedentedly cold winter or whether
it was ripe to come anyway, it came.

There was a flash of yellow to my rights I looked round.

It was Twinnie dancing. I thrilled violently. It was not hula
or any native dance. It was a fine, exquisite expressive dance,
such as is cultivated these days as something new but which
belongs to the days before time. It was perfectly rhythm

with the music and followed the feeling of it...../Others joined

1

They had never heard this music before. They had never
danced in that wgnderful way. It was purely spontaneous.

Purely organict

Mrs. Ashton-Warner is not the only teacher who has witnessed this

miracle happening. Madeline Dixon says that "Whenever imagination is

strong in their thinking, or when language his a rhythmic beat, little
children are apt.to dance..."25 Emma Sheehy26 speaking of music, and
Natalie Cole27 dealing with all of the ™Arts in the Classroom,™ give
further testimony of the beautifully expressive quality in children's
free movement.

These teachers believe that the child has hidden potentials which-

need only’to be released. The emphasis, in the progressive era of

1

'24Ashton-Warner, Sylvia, Ieacher, New York, Simon and Schuster,
1963, PP 190-191.

Pyadeline Dixon, High, Wide and Deep, New York, John Day & Co., 1938.
26Emma Sheehy, There's Music in Children, New York, Henry Holt, 1946.
27Natalie Cole, The Arts in the Classroom, New York, John Day, 1938.




education, was upon the child, his enjoyment of the activity, and his
freedom to express himself through it. These were outstanding teachers,
and in analyzing their methods from today's vantage point, we wonder if
they did scmething more than free the creative spirit within the child.

Mrs. Cole admits that nothing is created in a vacuum. Before children
began to paint, they were exposed to rich experiencesy they took trips,
they saw and smelied and sensed to their fullest capacity, and their
teacher stimulated them to experience fully. When they painted, she
encouraged them toward greater freedom----"no 'fraidy-cat drawings." She
found that she was using almost the same words to help develop big, free
movements in dancing. "™Just as freeing the children through painting has
helped make joyous dancing pessible, so has dancing contributed to their
paintings giving increasad rhythm."28

The aesthetic quality inherent in children's movement can be a start-
ing place for exploration into the key concepts of all of the arts. "As
they explore some of the common eleﬁenﬁs, like rhythm, color, shape and
form, the children are not only exposed to new cultural experiences, but
their familiar experiences take on newer and richer meanings. They hear
things in music and poetry, and ‘see,things in painting and sculﬁtufe that
they didn't hear or see before."29

Some modern dance teachers, working in private studlos, community

centers, and some private schools, have used the expressive movement

potential of children to develop greater artistic sensitivity and greater

skill in dancing. But the development of sense of form through movement

1628Natalie Cole, The Aptg in the Clagsroom, New York, John Day, 1938,
p L J [}

4229Bernice Rosen, "Dance in Discovery,™ Dangce Magazine, June, 1961,
Pe . '




has broader application than in the area of dance education only. It is
an aspect of human growth, and is related to aesthetic awareness in all
areas of the arts. Young children do not realize their full potential
simply through "self-expression." Teachers must become more cognizant
of the elements, laws and principles that are basic to all of the arts,

so that they can more effectively guide children's aesthetic growth.

Moyem M Art P

The relationship of movemeat to music has not been ignored by
educators. In the kindergartens, children march, gallop and skip in
 time to music, and this is considered to be an importaht part of the
curriculum for this age group. Unfortunately, these programs do not
go far enough, and when children enter the primary grades, the music
program usually consists of singing and listening.

Some private music teachers begin their pupils with rhythmic
movement before they approach an instrument. The work of Jaques-
Dalcroze did much to promote this type of teaching. He felt that rhythm
is the basis of all art, and that "by means of the whole body, we may -
equip ourselves to realize and perceive rhythm._"30 As a teacher of
music, Jaques-Dalcroze developed a system for working with children
that employs body movement to discover the elements of music rhythm.
Children studying music by Dalcroze method learn a series of plastic
movements, do dramatic interpretations through movement exploration,
play rhythm instruments to accompany themselves and each otler. Music
notation and keyboard are outgrowths of these movement experiences. For

Jaques-Dalcroze believed that:

30E, Jaques-Dalcroze, Rhythm Music and Education, G. P. Putnam's,
1921, p# 79.
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All the laws that govern the harmonizing of our bodily

rhythms govern that of the specialized rhythms, and set up

relations between the arts dealing with sight and those

dealing with sound; between architecture and mechanics, between

mechanics and music, between music and poetry, between poetry

and art, between art and science, between science and life, between

life and society. If we are aware that the science of rhythm

consists mainly in fixing the laws of balance and economy, and

if we make the needed effort to humanize this science in such

a fashion that we feel it vibxrating and thrilling in our own

body, as a living part of ourselves, we shall have much less

trouble and difficulty in studying its many problems.3l

Dalcroze-trained teachers, working privately and in some public
schools, employ some of the methods, first used by Jaques-Dalcroze,
and later taught at music schools bearing his name. Unfortunately,
‘not enough of this approach has penetrated into public school music
instruction,
In England, this approach seems to be more prevalent. Ann Driver32
has described her work with children, which begins with rhythmic move-
ment exploration, and develops to a high degree of analysis in later
stages. "Designs™ in movement correspond to different passages of.-
musicy and children are thus able to translate sonatas and fugues into
movement patterns. Thls work requires a high degree o. skill on the part
of students and competent guidance by the teacher, but some beginnings
in this ¢irection can be made in elementary school classes.

Louise Humphreys and Jerrold RossSS describe a way of working that
is similar to this in their book, Interpreting Music Through Movement.
Selections of appropriate music for the ¢lementary grades are given,

and the phrasing for interpretation by different groups of children is

31J.aques-Dalcroze, :Eyphythmics, Art and Edycatjon, Barnes, 1935,
p. 1l.

32Ann Driver, Music_and M ent, Oxford University Press, 1949.

331, Humphreys and J. Ross, Interpretin M T M nt,
Prentice-Hall, 1964. '
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suggested. One selection from this book was used with the children in
this study.

Miss Humphreys directed the music program for the public schools of
Passiac, New Jersey. As a result of her influence many music teachers in
the communities of New Jersey use movement interpretation as part of thelr
music programé. h

Ccgasionally rhythmic movement has been taught as part of elementary
school physical education programe. ‘The relationship of this kind of
instruction to an arts progran is complet2ly dependent upon the qualifications
and interests of the teacher who conducts it. Where an individual is
experienced with and sensitive to movement as art expreséion, aesthetic
experiences with children have resulted, which are often related to other
areas of learning. Such programs are known £B-exist in Roslyn, New York
and in Detroit, Mi.chigan.35

Some writers on art education have called attention to the relation-
ship of ﬁovament to art activity. Viktor Lowenfeld makes frequent mention
of the part played by kinesthetic sensation, and speaks of "The conscious
and unconscious projection of the body self into the creative work "30 in
children®s art.

This investigator has been fortunate in having worked with art
instructors who have used movement experiences in preparation for children's
art exploration, and who have cooperated with dance teachers in integrated
arts programs. These combined sessions have always been highly successfuly

and have resulted in lively, exciting paintings done by the children. “This

1951 34Betty Rowen, "Terpsichore in the Classroom,” Dance Magazine, October,
Oloe '

351bid.s pp. 48-49.

36viktor Lowenfeld, Creative Mental Growth, New York, Macmillan Co.,
1957, pe 54 ‘
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approach to art instruction has been used in community center programs;
and in some private schools, but more cooperative teaching in the arts
should be encouraged in elementary school programs. |

Sina-Mott's study, cited previously, shows how movement helped
kindergarten children develop ir: their ability to draw human figures.
Experience "moving like" the subject to be drawn gives 1ife to the subsequent
picture. An example is cited in an art booklet distributed to teachers in )
New York City. It tells of a boy drawing a picture of a baseball game.
"Show me how'you throw a ball," the teacher suggested. When the boy |
resumed his drawing, his figures took on‘life and movement.‘ Especially |
with children in the early grades, it is "far more effectiv to go 'dﬂf'
through the movements they try to express than to draw from a live model "37

Art objects can be the subject for dance improvisations, and 1n this ,,‘ o

- way appreciation of the art object can be increased. Lucy Lampkin,38 at

her school in Athens, Georgia, has done a variety of work of this type which

- she describes in her book. Painting and sculpture have been used for "}],g{”',i j

inspiration for children s dances. Miss Lampkin seems to epresent the ;nl-_.lﬁ,

' Isadora Duncan tradition of "interpretive dance.“f All of the art objects |

‘, she chose for inspiration have a similar Grecian quality. There are many

other qualities in the works of the masters that could be explored in

Some writings of aestheticians and art educators theoretically lend

""v,~5support to an approach to art through movement. Langfeld,39 writing on '”””“f

[ .

'Art in the Elementar: Schools, Board of Education, City of New Ycrk,

'”*igipgij(updated Publication‘, P- Sl.. ,Tt*,,»

38Lucy Lampkin, The Dance in Art, Newaork, John Fischer & Bros., 1935.;
39Herbert Langfeld, The Aesthetic Attitude, New York Harcourt, Brace,
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"f'?play a lerge part in aeethetic development." He stetee thlt. as 8 f°°“°

- even though they me~ eem elementary, provide dieoiplining of eenseticn

=t exeroieee, therefore, might be recommended for kineethetto perception.erp: B

;for experiencee which extend and deepen eeethetio perticipetions (1)

51

eetthetice in the early'part of this century, employe:the "motor theory of
mindv to tnterpret reectione to ert aobjects. This theery holds that for.
every etimulue which the organism receivee frem without, it mekes c |
definite responge in the muscles. We mey ‘have the 1mpwlee to sway w*th

the movemant of a swaying tree, end thus we realize the true neture of 1its

'motion. In a eimilar way, we react to linee and ehepec in art, feeling

'their quality of form and motion by cerrying out the mevemente, or experi-

encing within ourselves a’ tendency to euoh mueoular edjnstments. This kind .
of empathy, Langfeld claims to be the baeis for eeethetio experience.
Other writere heve openly made a plee for ectivity to increeee |

eeneory awareneee. Sir Herbert Read4° believee that aeethetio education

":muet preeerve the neturel inteneity of all modes of peroeption and

eensation. He suggeete thet exeroieee in tectile perception for children,;’
that, 1s eeeentiel in order to develop range end flexibility.. Similer - R

o Chendler Montgomery41 believee thet "body ewereneee end hedy memory

» :_eeethetic leerning muet be active doing. The child hee experienced e

~ thing when he has mede 1t his own, (2) Aeethetio leerning 1s based upon

'-;vintereeto Aeethetlo ectivitiee should begin end leed eut from "where children erf?

‘:ifﬁibevelqpment.“ in .
; New Yerk, Chcrlee Merrill,'

4031r Herbert Read, §e1egtgd ﬂrit;ggs, Horizen Preee, 1964.d ,{gf,\f"“ L

 4lchandier Montgomery, “Seneing end Reeponding ‘to the Worlds Aesthetic j;f*
icul £ - Bon d _Gi!'!.., Ide Rﬁb.l‘t Flauﬂ,ng' o




The recouendations of Linderman and Herberholz 42 for the q;vdop-

ment of perceptual awareness as the most important aspact of art Qdu_g_a-*'

tion in the elementary schoolsy mighty again, be cited as support for the |

exploration of movement as preliminary to certain art experiences. Thtu

authoxrs stress the need for increased dcvelopmnt of the sensory lﬂchahim, a
In this chapter, a rationale has been given for the vse of n.om.nt
exploration to develop aesthetic concepts, A fitting conglusion ¢an
be found in the statements of an educational theorists |
" The most dynamic concept of all is nxprauive MOVERENteeces
In my opinien, no educational finding is more important than

" that a core of designed, graduated movement can and should be
built into the eurriculum from nursery school to college.43

42Earl Lindeman and Donald Herberholz, veloping Artis

\ AL ’ N" York, hq Cd Brm,, 19641 |
43naromxugg,’ undations of American Educatio
"Glld BOOk GOQ’ 1947’ po min o




. follenad in the claaa sessiens, and the netnoda euployed for the cnlleation._

Of ‘data.} :

‘The nhildren and the comunity from uhich they came nere selaated with

- a vieu touavd the ohjaatives of the 1nvestigator.

| grade qhudren whieh mnploys movement exploration to develop anaraness

_of these c,omponents has been uescribed .’m Ghapter II. Ihe reasons fo:r
: th;- uge of moveuent exploration as the main focus of the 1e:sons have

: '-;fhaen giveu :ln Shapter III. | 1 |

i ! .; room teachers might employ some of the suggested content to develop
| : :_aesthati,c sensitivity in their children. Art and mu#it: tpceialists
in the clementaxy schaols m:lght find the matnrial dnvaloped here useful
iu prmoting the aims of their npﬂa.\al progrnmn. Idcally, a danm
| '-i,ﬁ__v,"‘_"»‘upecialist might use :uch J uurrisulmn plan fcr mrking 1“ th‘! le“Y

 fﬁ'grades.rtf, 

CHAPTER IV

DESCRIPTION OF THE SETTING, PROCEDURES AND GOLLECTION QFMTA( o

This chapter p:ovides a desr.ription of the tchooJ. s tha nmunity ,
and the ¢lass in which this stud took place. It also gives prnmdurcs o

.Many factors uere considared in nhoot:lng the mtting for this study. W

It 1s the puxpaae of ‘this study to design a program for primary |

‘~‘of the stru,ctural components which appear in all the ar..s. The selection, | :

; N

'rhis pmgram is designed for uze 1n many kindu of sottings. ¥ class-— ‘

ey e et T 3t
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The~program 1: not 1ntended £or any special groqp af childrcn.» Tt ::,,,,N__,

aims to.provide an enriching experience for both fast and slow. learnars. ’      5‘{

‘ Inhmany 1nstances, children who do not procead rapidly inﬂqngnitiva areas,

find nonrcngnitive expxassion.mnre-mnaningful to them. Children fram variqusf}:fhii

. ‘,tHn:c groupn bring to this kind of experienne some very‘po:itive responsas |
'vthat find no other acceptable place 1n tha school currinulum._;f'.ffrifwifanriigi

| Stnce this,progran is designed nith divexgenf groups ;n mihd,

!‘1t was. considered desirable to find a clasa of ahildren wﬁo qare as

~,vrepresennative of the genexal population as,poasihle. Frnn the-point uf  ;f?f"}

"‘;vten af pmacticality, ather factars, such as lonatien, class slze, and

~ s0 forth had ta be taken into acnount. ‘The attitude~of tha adminixtration

5 and of the twaqhers 1n the snhool uas alao a primﬂ‘eansideratﬂbn‘ -&[ ;;f_ 7:ff?i ‘

The 1nvestigater anproached the administraters of s*vnral school

o fg]systans in the Long Island area‘ Schoals 1n Nsn York Gity unra aISe f~>ﬁﬁ "

| considered, but the del,ays h'WOIVéd 1!1 QEtting Gl ear ance to ute thesa

aﬂhoolz made such a choiae 1nfeaaible. Most of the‘prinnipals appxoashed
'  uera 1ntexetted in the stndy, and nnuld haye heen glad to have a class

. in their school chosen. Techniﬁal diffieulties. tuch as over—crowded

‘f~‘fn1assrooms, made the shoice uf some schqols 1mpractical.__

The sahool that uaa finally selected‘was the Nillis Ayenue School

[rinHM1neola, Long Island. The particnlar school, and the aommunity 1n

© whichitwas situated offered many e\dvantage“

‘  ﬂ1a} A]thaugh suhurban communitiws ara ganerally hanogeneous, |

‘”'guineola has severalaethnic gxnups, ann there i: a wide xanga 1n‘the

| ’=ﬁ f5fecnnmmi¢ status nf 1ts inhabitants. anupations of residents includn

y ;E5;Pr0fess1ona1s, uhite—collar and factory wbrkﬂr!‘  .;ﬁf? f1"




2 Ihe particul.a: school selected was J.ocated nea:n the hus.i.ness

P 'section nf tovm; and d:cew nhildrm from apartmant dmllings as. mll as R

"..»'private homes. T e
| 3; The schaul uaa nat over«-crouded. | Clau sim uas appmximat

| ,twenty--tuo. A kindexgarten classroom nas uaed far OnlY ‘-h'alf 1‘°f 'th‘

B '\.iwhonl day, and was available for use bY ﬂthel‘ g}.a;.ses

j’Qh’t:f the time. | A small office nas also availahle fm‘ th* “5‘ of the . =

Emwstigator-‘ T S L e R
- | \4* Altheugh the building was Oldr ’lt had ””““tly h”“ "'"“"d’ud" o
| 'Ef,'l'here were movable seats in every room, gooxl floa:r:h and 9°°d 119}“‘1“9”
| The size of the zooms Was. generany lazger than in most new bundings-
L ';' ' ‘,5 Thfa atmoSPhere 1n the school was a relaxed one. _'l'here ua*a R
om shuntmg or pushing in corridﬂrs' but ”1th”.’a‘ theze “qm"“d

"'-'f‘,,mamh ng as alasses came and le ft. Bulletin beards d18played éhildren'

| ,;_,uo.ck that seemed to be natural effo:cts, Bveryom.e—--—-—-—children, teachers, IR
- vcustadial uorkers—-—--was; friend y and plea%ant. o e |
6. The, aduinistmtion in Mineola seemed to be mterested in
| reseamh, and 1n tryingt new methodsq. Several of the primaryr grades
- were using the In:l.tial l‘eachmg Alphahet [ ITA) m an explorat oxy
S ,__‘.‘invafntigation af 1t$ henefﬁ:ia | Clo:ed-»nim:uit televisien uat being
: developed as a teaching dzvice throughnut the s;:honl syﬁten. Flaxihility |

= af planement 1n the p:nimary grades was bei,ng tried, g

7 Tha prin&ipa‘ of the lullis Avenuﬁ School had a keen 1ntexest

:ln the aesthetic aspants of education. Before bet:oming a princigal, '_Ii.

S h@ had taught gpeech 8ﬂd dramatlcl in thﬂ high sahoﬂla 9 hld a

Master s degree in this field f::an anhars Collega, C‘elmbi.a Umlve._ ﬂy,:f

i ,{:where he had hean aensidared a nfin» astom o

Rk IStatament made by Dr.l Paul Kuzalka of Tganhqrz l‘:ollage, Colunbia
ﬂniversl e S | RS = =




f‘f;f}The ;pﬂeah,nansultant ﬁés a fallqurstudent at Taachart Gellegt_;f[i

; '{,".ki.ndergaxten teacher was a professianal actiﬁt, and a p&rsanai friendl

“[f~a npeting fbr all prﬂnary grad; teaahezt was held aftar iﬁhunl. The

I 3 -
i . ‘. ' - .
¢ N , + » »
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S 3 Dthax nmnbars of tha ataff uwra knonn to thp inve:tigatar_¢

3ffwhose advice andAsuggestiona uere valuable-:3x}‘;”flf-aed* L

Iha pzlnnipal and the inxattigator agzeed that thn ahaisﬁraf tﬁi,w :
"‘fclass shonld he detexnined.in»pe t hy the.classroan tuaﬁhex. A@ﬁﬁxdingly;:[jf

mvestigatax xau 1ntmduce;dg and allﬂud tﬂ explain he:r p,rogran, 11'.:

o vaina, the tiuez 11: uould take, and other pertinant factnr:. Thiu met;lng

a _waa held in January, 1965,; whan half df the schoel year had aimady
| "Vf:»p;assed. | I‘he teac}ieu were fam:luar xith their nlaases, and uerq ahLa

| “tn disc.uza the probable reaauun of their t:hildran to nuch a pxogram.

-' | ALl of the teac!mzz: wre 1nterasted and cacperativg, and sevaral . S

’voluntqe;ced to have their c‘lass used for the program, B |

| l‘he final choine naﬁ made by the primipal and the investigator v
. ,fxon.amonq tha various claqsen uhich the teaahﬂra had nﬁggestadg The :?i.l'v‘
v‘zlas: seleeted nas a "Middle—?ximary gmup uho:e taachtr had been nost

': anthusiastic ahout the study. The reasons £ar the choice nere: - |
o 1 Miss G., the teacher, was a highly quali:tied and expe::unsed |
pexsen, although new to the Minaela xchoal nysteng she had ahinhtratiu
'exp&xi,eme as an assistant pxim:ipal in anathe:: dittrint; and. had al;a S
mqud u a ;upexvisor of student teat:hert 1n a state tn@htu uollege. - |
_She na :lm.ere‘stad 1n aduqaticndl teslevi;inn, and ha,d dwldﬂd to mtnxn‘_} | ;_;ff |
to th! ﬂlausroqn to givn herself the nesesaaxy backgzuﬁﬂd fur planning 1  L  5f
of 'I‘V p:cog::m for prinary gxadaa. She en,joyed mrk 1n thn clanmny ; ;Vi
 and had.a vury goad xappnzt with the children. | R




..........

L ~H-{g:cad&# vme mt Lab&led as ﬁrat, seconcl ar thi:rd m M:mnola, iinca 1harg{]f>>}

N _’fvuas flexibility af gmuping th:coughaut the first thrae y&azx. - Basi;:ally

‘ the gx:eupu mere determined by ::eading readine’ss and ahility. Miss G.'s g

| class uas a snpariox ane in this respeet. This was an advantage f.ince
jit meant that tme fer this p:cograll did not interfere nith required |

. readi.ng tim;.\_ T

| behavior problema,; no children needing sp;ecial attention fz:om nonsultants,
| therapists, and 0 fo:.-th. Although they did well m their aeademm worky R
R and uere well—behaved, Miss G. conplainéﬂ that they were not "creatim, |
and seemed to have few Meas for original wxiting and didstereetyped draw,!.ng. S

: .Ihis added the element of challenge for the investigator. | It was a factor
. | uhich made Miss G. parti.aularly anxious to be mvolved 1n £his program, '

. ainae she *slas mmerned uit.h ways to develop creativity 1n thua youngstecs. : o

‘in ethnic background and economio level of fam:.lw}*%vA ‘DhaPWmAp—u |
o pendix A gives the break—devm of these factors for ear.h child in the | '-

B group. There were 22 children uhen the sessions began.

n Miss a;'s ulam uai one Qf thrat! Middle-—.rinary grﬁnplq Pr:lmn)'_,;

4; Miss G. described he:c class as a good group. " There uere m:

The children in Miss G.'s class represented a rather uide ranga

© Procedures consisted of an individuel initlal Interview with asch




': ﬂ}a périod of se?en to ten.mdnutes, in a small offlce near tha elaﬁnnoom‘,ff;f J" 

| Basi.cally, this uas a "get,_anquaintedn sassion, uhara the czhudmn uemf =

| ,“»»}al loued to ask queations,; and ta xespond freely to questions aakud by

the 1nvest1gatorq Tuo research assistants uere presen‘t:. Cme took notes,

on file cards, descr:lbing the :lnd:lvidual children. : The other person

‘,opprated a snall movie aameraxwith nhich smme of the chlldren's reactions

Each ¢h11d was asked to perform a series of snall tasks “elated

- to the selected.aomponents of the arts which nére to be explored 1n

N this study. These tasks ue:en

| 1« The child was asked to ualk in a circla, and to keep timg for
| himself on a small hand drum provi.ded by the invastigatom, o

‘.2;.; The investigatoz played the ghud‘s name on her drum and R
he was asked to nalk in time to that. _~ | - |

3. ,Th; mvesti.gator played a rhythm which the child was. asked to
| .repeat on his drum. When the 1nvestigator stopped playing, =
the child was agked to finish the rhythm alone. - ,f

4. The investigator demonstrated tvto movemnts, and asked each
 child to do them with her. One movement was free and
gwinging. The other was a sharp contraction« Each child 3
 was asked, "How does it make you feel?" The children were - -~
- encouraged to respond, but if no response was made, the R
: inmestigatnx.moved on to the next task. S

5. Each ¢child was shoun tnp line drawings, one of angular lines, |
one of curving loops. He was asked to respond verbally, |
or in movements. When no 1eapanse was forthcomingy the
investigator said, *Show me." Afte:r 1.0 secnm:, the next R
tagk was pzeaented.‘ | | | .

6. Each thlid was asked to “act mﬂ:u scmeth,x 1g that he e:x! hn
‘father or mother did every day. The investigator was to guass
what was being enacted. The question was asked, . MWhat was
the uost 1mportant thing about what yau did?” ERRES

& .




59
Thc filui of t‘haaé- indlvidual sessions and the written notes were
saved to be compared with later responsea. Primarily, hawever, the |
, intarview provided the lnvestigator with the opportunity to get to know
~ the childz:en, and te aztablish rapport with them. Ti\ey rasponded favorably,
: doing the raquhed tasks uith mri.ouxrms and relatively little self— -

,ensniouun,esh. .

- Class sessions we.r& held tnice a week for a ppri.od of 16 u&eﬁu
'Eaeh sesslon lastad for 45 minutai to one houry at the beginning of the
aftemonm Th;m u:;e 3l mh senions, tha firat nseting having baen =

| the 1nd1vidual mmvian. L

Th& kindezgarten alatsmom aCTOSS the hall from thq ragular nlassroom | o
o ”was nsed, sinm mnz:e flom: space nas availahle ther.h The room uas long, o

| : and one half ef it uas cleared, no ‘that na fumitum ox tqys ohatrugted

the spau for mvment‘ Tabl&s and ehairs accupied tha other half af

S .the xoom, and were uud for draning and nriting ac_tivitiea. A phonograph

| -;and tape—::ecez‘dez ne;e availahle at all times‘ A small table and twn
: ehairs ior the observer—recozders were placed in a_ c:arner near the d»or.

'Ihe investigatar acfed as teacher m this aetting. 'fhe ﬁla:tmom

o i~..'v'v';-..‘,teacher accompanied the chlldrén ta thg rom: and actéd as 3" °h“""'”" L
L 'ff'_‘.lrecord&r during the sessiuns. A dam:e teac:he::, familiar nith uowment |

. desnriptimn, served a8 the secend nbserver—reﬂorderg ,j_ i 3' =
e A synopsis of the clacs sesaions 1: pmunt&d balom Tha sasai.ons o
‘ff;'ffa:ce presented here .’m the orde:: 1n nhich they or.surrad, :and are numbered
_" ‘ucce ssively- Ihe lg{;tgrs preaeding the numbers refar to the basm 1dea

RPENEE O touard which the sassion nas oxientadg and eezmspond to the umponents

Gl mmm and_dmnmd m Chapter n. 'rhus: |

R e e




60
R-Rhythm .
Q-Quality of sensory perception (tone, color, texture)
P-Pattern ‘ -

D-Dominance:
T-Theme

Incidents cited in following chapters will refer to the ssssions from which

they ware derived by letter and number«

R1-Rhythm-Auditory to Kinesthetic Experiences

The ¢lass began walking in a circle in time to the investigator's
drum. Rhythm patterns corresponding to the children's names were
then played, and the children were asked to identify thelr names
when they recognized them. They then walked rhythm patterns of some
of the names, | v

A discussion followed, begun by the questiog, "jhat is rhythm?™
Langston Hughes® book, Ihe F.rst Book of Rhythm,“ was shown to the
class, and parts were read during the disgussion. |

Rhythm instruments were distributed, and the children were - - -~
led by the investigator in various rhythm activities on their

~ instruments and in movement.

R2-Rhythm-Kinesthetic to Auditory Experiemges

The ¢lass began with stretches and tontractions while seated on
the floor., They were asked to tell how movements made them feel.
The children were then asked to find different ways to "open"
(stretch) and "close™ (contract). o .
*Closs™ and Mopen™ movements were then done walking in a circle,
and feeling were identified with them. ("Walk as if you were
happy." 'Walk as 1f you were afraid.") |
" Children then worked in pairsg one playing an instrument
to agcompany the other's movement. The player was to pick up the
- rhythm from watching the movement of his partner.

'R3-Rhythm-Kinesthetic to Visual Experiences

Class began with swinging movements as "warm-up” They tried to
discover various ways to make their bodies swing. This was
followed by combinations of walks and skips in a circle. Then

the children were asked to fit movements to the diminishing sounds
of a Chinese gong. | .

Rhythm instruments were distributed. The investlgator then -
did some movements for the group and asked them to play the accompani-
- ment on their ingtruments. | D o

. Bach child was then given a large piece of newsprint paper, and

a4 crayon. They were asked to create a rhythmic pattern on their - .-

fnstrument, and then to represent it visually on the paper. These

25ce Appendix C far,listings of’materialsruséd in all of these sessions.
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were then shown to the rest of the class, and other children weré “
.sked to "read® the rhythm, and play it on their instrument.

R4-Rhythm-Visual to Kinesthetic Experiencés

Clasg began by continuing activity of last time. Degigns made for
rhythmic patterns were shown, and children were agked to ¢lap them,
and move to them, Other rhythmic drawings made by another group of
children were shown, and the class was asked to respond to them. |
The picture ™Starry Night" by Van Gogh was shown to the class.
The children discussed it, and then moved to express the way it made

them feel.
The children then made finger-paintings. Some of them were used

for interpretation in movement.
RP5Rhythm-Kinesthetiz to Auditorys Rhythm in Music

Class begun by identifying rhythms playeci by the teacher on the
drum. This was followed by 1dentify1;g and moving te rhythm

records (Sally Dietrich -"Rhythmic Play).
Children then made up rhythmic patterns combining two locomotor

movements. Each had a turn to do one in movement, and then play the
drum for another child's movement pattern. S

Class listened to "Ride of the Valkyries™ by Wagner on recordy
and identified basic rhythmic pattern, also feeling of music.

They then listened to Krelsler's “Caprice Viennois" to identify
rhythms, feeling, changes in rhythm. This was then worked out in
movement, with different children coming in on different part of
the music. (Following ideas suggested in Humphreys-Rogs * Inter-
preting Music Through Movement™ p. 108 . ‘

RP6-Rhythm-Auditozy to Kinesthetic-Rhythm in Musics Variations

Class began by following music (Dietrich“Rhythmic Play) and doing
rhythms in a ¢ircle. They were then asked to think of different
ways to do things with same rhythm, e.g. different ways to walk,
skip, and so forth. | | |

Children then listened toMacDonald's Children's Symphony-
Third Movement, and were asked to discuss rhythmic patterns ard
changes« They then tried skipping variations to various parts
of the music, different groups coming in a different times.

Class listertdto other music to identify rhythmic patterns
and feelings (on record, “Adventures in Music."): :

~ "Bydlo" - slow and heavy rhythm. o

"jack in the Box™ - Sudden, lively. They then repeated the

interpretation of "Caprice Viemnols™ done last session.

17~ Theme~Creative Dramaticg for Emotional Content

Class began with stretchingy and explored various ways to stretche
This was followed by a discussion of "toncentration™ as a way of
The investigator then told story of "Hangal and Gretel™ as

whole class responded to action and feellngs involved« Various

o N L
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feelings were identified, and children were asked to think of
times when they had felt that way. They then acted out these

T8-Theme-Creative Dramatics for Emotional Content

Class began with walking in a circle, and identifying different
feelings associated with kinds of walks. The investlgator
then told story of "Jack and the Beanstalk™ using drum to
establish different rhythmic patterns, and children interpreted
this in movement. Discussion of the relation of rhythmie
pattern to feeling followed« |
Sitting in a circle, children were asked to imagine that the
held a snow-ball, a bird, fire, and 8o forthe As the imaginary
object was passed around the circle, children reacted to it.
Children then did pantomimes expressing a feeling that they
had experienced. Rest of class guessed what the feeling was.

R9-Rhythm in Poetry

Class began with wam-up stretches and swinging movements.
Stevenson's pos "The Swing™ was used to accompany movement of -
various types of swings. |

Cat-like movements were done to the poem “The Black Cat."
Other poems used and interpreteds “
" Rose Fyleman's "Mice”

"Ride a Cock-horse to Banbury Cross®

"Little Miss Muffet™ o

“A Farmer Went Riding Upon His Gray Mare™

R10-Rhythm in Poetry

Children had been asked to select poems for dramatization for this
session. Some of the ones they brought in to try weres |

“Run a Little This Way™

"Row, Row, Row Your Boat"

%01d Xing Cole"

*The Swing™

“pive Little Monkeys®

*Lady-bugy Lady-bug*

~ %The Little Turtle"
WEyzzy Wuzzy, Creepy-Crawly Caterpillar®
nThe Merry Go-Round™

:Ql1-Quality 1n Sounds of Language--Poems

Class began with rhythmic warm-up, moving in a circle. They learned
to do and identify a waltz. Difference of response to heavy and
1ight sounds was emphaslzed. | | |
" Children were then asked to make vocal sounds to accompany

their own movements. Some put ideas with -the sound and movement

they made (waves, a cat, and so forth) . ~‘ o

Class then did poem about "Fuzzy-wuzzy Caterpillar™ with focus

upon the sound of the words. They algso did Eve Merriam's “Autumn

.
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Leaves” for feeling quality in sounds of words. -
Children were then asked to yxrite out some of the sourds they

made to movements--keeping in mind rhythmic patterns and/or ideas

suggested by sounds. Resultant “poems™ were read to class and

enacted.

Q12-Quaiity of Sounds in Words and Poems

Class began with knee-bounce wam-up, leading into Jumps. They
tried bouncy movements to Leland Jacok's "Fun Here, Fun There."™

The children discussed sounds of wind and sea, and acted out-
poems about them, such as "Who Has Seen the Wind?"™ They also did
"Autumn Leaves™ and "The Squirrel.” o

Children were then shown a chart in which words suggestive
of sound qualities were listed. They weres sticky splash
chatter wiggle buble. Each child was to select a word to
®ct out™ while the rest guessed what it was.

Q13-Quality of Sound-Rhythm Instruments

4

Class began with rhythmic patterns in a ¢ircle, reviewing waliz,

and other rhythms. They also tried doubling the time, as in fox—-

trot or gha-cha steps.
Rhythm instruments were distributed. Qualities in sound of
each were discussed. Some rhythm patterns were created, and 5
orchestrated so that differeht instruments came in on different
parts of the rhythm. o |

Children were then a
of their instrument, keeping in mind the spscial quality of the
gound it made, as well as the rhythmic pattern they played on it.
They worked individually, and then showed what each had done to
the group.

Ql4-Quality in Sound of Music

Class began with doing variations on a hop, developing into jig- *
steps. (It was St. Patrick's Day,) The record of ™The Bangalory
Man® by ‘Marais and Miranda was playedy and the children played
*Egllow the Leader,™ taking turns being the ™Bangalory Man,™

with the rest of the class doing the movements he did.

Various selections were played on records, and the children
were asked what they thought of, and how the music made them feel.
The selections were (on record, "Adventures in Music.")s - - -

®The Fountain Dance"

*Bydlo™

"Departure™

Children were asked to write stories inspired by the ideas suggested
by the music. They were to select one of the pleces, write what

it suggested, and plan to act it out next time. : |

Ql5-Quality in Sound of Musicy Acting Out Storiés-Shggéstééé“"

Clags began with stretches in which partners‘rghﬁﬁxltO‘each othery
‘They then enacted stories they had written relating to the music

T v ersr i st

sked to improvise movements to the sound
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played last session. Several children wofkad*on‘each“idaa;ﬂuifh
the writer acting as "Director™ for the group. ‘

QT16-Quality in Music and Poems Related Through Use of a Themes*The Seasons™

-Class began with variations of skips, making rhythmic“patternS"acrbES
the room—-walks and skips, high and low, fast or slow, turning. skips
and so forth. \ ‘

There was then some discussion of the new season (sprtng)’that
had just begun. | D

A poem was then read for each season. The children decided which
they wanted to work on, and divided into four groups. - After-a few
minutes of preparation they enacted the poem about a geason they
had chosen, while the “teacher read it, accompanied by original
background musi¢ on the tape recorder. \

Ql7-Quality in Texture

Lesson began with floor stretches. Quality of movement was stressed,
such as sharp, smoothy and so forth. \

Samples of varlous textures (materials, wood) were then displayed.
The investigator then placed one item in each ¢hild's hand behind- :
their back. WNithout looking, they were to move the way the material
made ‘them feel. Others were to guess what it is they had in their
hand.

Texture designs were then shown to the class. These had been .
made by rubbing pencil over a rough surface. Children discussed
how they might feel. .

QI8-Quality in Texture-Making Collage

Class began with walking in a circle, using qualities in movement
that had been associated with textures explored the previous gession,
e.g. smooth, sticky, sharp, bouncy (sponge) qualities. '
Class then listened to music used in Ql4. They were ask to
discuss what texture was suggested by the quality of the music.
Other music was playeds |
*Sylphides™
- "Ride of the Valkyries" |
The children then used scraps of material they had brought from
home to make collage designs. Some of them were salected and
interpreted in movement.

- QP19-Quality in Use of Levels and Color

Class began with circular stretching that developed into a fall
, to the floors Children were asked to change level of movement
-~ . on signal from te¢acher. o
Scarfs were distributed, and children improvised movements
on different levels with the scarfs. ' ‘
 Attention was then called to the colors of the sgarfs«. They-
discussed qualities assoclated with the dif ferent colorsa
~ They then worked individually with the golored scarfs,
developing the quality in movement. Thege improvisations were then

TN . -
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shown to the group. The ¢hild was allowed to stété the quaiity
and to have music (Frieda Miller®s ™Angry,™ “Sad," *Lively,"
"Mysteriousy™ *Funny™) to accompany their dance.

QT20-Quality in Color Related to a Theme

Class began with rhythms in a circley revieming waltz and se forth.
Scarfs were then distributed again. Waltz, 2nd qualities of movement
were tried with scarfs. : ‘ B

A group dance was built around the improvisatlons done by
children last time. The investigator was the narrater, tying
together several of the ldeas suggested last time by the children,
A ™magician™ (black scarf) brought the various colors to life, one
at a time. , , -

QPel-Quality in Lineg Line as Floox Pattern

Class began with movement on different levels, using image of an -
airplane. Directions in space was then discussed. A train image”
was used to trace various directions on the floor.

Numerals were used as floor patterns, with the emphasis upon
the way the quality of the line atfected the movement. Children
were then asked to draw a floor pattern on paper, znd then &arry
it out in movement.

QP22-Quality in Lineg Line as Floor Pattexrn

Clacs began with knee-bends leading into jumps. Thay then did
small prances in different directlions, making a square on the
floor. Spiral movements were algo explored for the quality of the
line they made. o | -
The teacher then showed the class line designs drawn on
trangparent paper--a semi-circley a circley a gharp-angled Vy
an obtruse angled V. The class was divided into four groupsy each
having one of the line-designs to follom. They used these as floor
patterns, developing the movements and rhythm patterns for each
group. Then two of the groups, with thelr regpective floor patterns,
were combined to work together. ‘ | \ ]
The ¢lass endod with a game in which the ™Easter Bunny®™ hid
some @ggs, and drew a line to show the trail to find them. Children
had to follow the floor pattern to get to the paper eggs. o

QP23-Quality in Shapey Spatial Design

Class began with floor stretches. Children were then asked to make
their bodiés into various shapess round, square, triangular.
Kindergarten building blocks were used, and each child was given
one to suggest a particular shape. They used these to explore
various ways of making that shape with their bodles. A spiral
shell was also used. |

After working individuallyy they showed what each had done
to the clags. A partner was allowed to play a suitable instrument
accompaniment on one of the rhythm instruments.
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QP24-Quality in Shapes Spatial Design

The ¢lass met first in their own classroom, where an opaque
projector had been set up. Pictures of famous sculpture were
shown, and the children reacted verbally, making associations,
and describing the “way the sculpture made them feel.” They were
then asked to select one to explore in movement. .
Latery in the kindergarten room, the class began with *Playing
statues.™ One c¢hild spun-another around, and he was to “freeze"
 in the position that he landed in. From this positlen, sach | o
¢hild was to improvise movement that grew out of the flaong 0
position. 7 ‘ - :
Individual children then showed their interpretation in
movement bf the sculpture geen on the opaque projector in the
morning. o ‘, .
The children then worked with clay to create their own
- ghapes in space. ‘ |

D25-Dominance-Accent and Crescendo Using Rhythm Instruments |

Glass began with opposition stretches-making body inte a curve. -
They explored change of direction, with an acgent coming on the
change« - S B , :

They then did locomotor movements (walks, leaps) having an
accent come in time to the cymbal. Each thild had a turn to
create a pattern in movement, and to play the eymbal for the

© Rhythm instruments wére then Jdistributed to the whole class.

They took turns ¢reating a rhythnic pattern, and orchestrating it,
so that the drums, tambourines, cymbéils, and blocks came in
successively, building in intensity. L R

D26-Dominance-Accent a nd Crescendo in Music

Class began by listening, and improvising in movement to African

~ drum music. Emphasis was placed upon building in intensity (adding
- . more children, increasing size of movements) as the record grew
- dynamically. L B 2
" Rhythm instruments were distributed. Children created
2 rhythmic patterns, and orchestrated them so that they grew in
3 intensity with various instruments, coming in at different times.

They then listened to Ravel's Bolero in which a whole
orchestra develops such & dynamic sequence. Discussion followed,
as to what devices were used to increase the intensity as the
music progressed. | |

D27-Dominance-Abstracting a Pantomime

o Class began by acting out activities they do on the playground.
1  They then did the same activities in a more organized fashiony
and in time to music. They were asked to make movements bigger,
| to leave out unimportant parts, to give it rhythmic pattern.
\ - | They then did individuzl pantomimes of daily aotivities, doing
, ‘ them first as accurately as possible, and then repeating pantomime,
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emphasizing the most important part of it.
D28-Dominance-Relationship of Forces |

Class began with opposition body stretchess They then worked with
a partner; doing the stretch in opposition to the way the partner
was gdping.

Ther2 followed a discussion about simple machines, and the
way a force affects an object to make it move. They then did
movement improvisations with a partner, acting out the relationship
of forces. Lever action, pulleys, see-sawsy SCIews were
demonstrated. Some discussion followed as to the way a force
ig shown in a painting or in music, and how that force affects
things around it. -

P29-Pattern-Theme and Variation Using Movement and Graphic Design

The clags began with floor stretchesy and opening and closing
movements., There followed a discussion of "variation," developing
from the famillar question, “How many different ways can you do
this?" Variations were then done in swinging movements, and in
different kinds of jumps. A "lunge™ was taught, and then
explored for the variatlons that could be done with it. |

" Ghildren then made designs from a pattern, traging it onto
different coloved papers. They jdentified the original pattern
they had made as the "theme™ and then created designs using
different colors and variety of placement in a collage arrangement .

P30-Pattern-Theme and Variation 1n Movement and Music

Class began with skipping in a circley and then explored various
ways to do a skip. Discussion of theme and variation followady
and comparison was made to graphic designs done last session.
Mendelssohn's Italian Symphony, First Movement, was playéd on

' the phonography and varlous children were chosen to do different
kinds of skips to parts of the music.

The ¢lass then listensd to "Variationg on a Theme-Three Blind
Mice™ by John Thompson, played on the piano. The music was stopped
at varieus points to discuss the type of variation, and to identify
the theme. Children counted the number of variations they heard
as the piano music was played again. There followed discussion
about theme and variation found im everyday experisnce.

The class listened to Hayden's Surprise Symphony, Second
Movement, and found variations on the theme. They then Yearned
a group song in which the there is held by the group while an
individual varies it In an improvised tune,

T31-Theme-Underwater Life

The idea of the theme‘wanpresented in the regular classroom by
-the investigator. The children imagined what life underwater was
like while they listened to Debussy's "La Mer:" They discussed
jdeds ~théy would like to interpret, ‘and the investigator wrote
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the suggestions on the blackboard. The<sﬁggestiéns“uade by the -
class includeds: plant life, kinds of fish, divers, an octopus,
shells. . “ : N : CoL L
‘Moving to the kindergarten room the children were allowed
to work out their own ideas without teacher-direction. They were
divided into groups tg work in separate areas of the room. The
®plant™ group began activity by drawing with crayon on a large
sheet of mural paper. The "fish" group then added to the mural
as the first group moved to the music. Eagh group had a turn
to draw while the others worked on movement. Later, such group
showed what they had done.

Co ],igg;;_gg of Data

A tape recording was made for gach of the 31 sessions desbribed
above. Complete type-scripts in duplicate wera made from the tape record-
ings. One copy was saved as a record of each sesslion. The dnplinate copy
was cut into sections, so that responses of individual children could
be filed in their respective folders. | | |

Two obkerver-recorders made notes during d1 of thc*seanions. They- -
observed individual children's behavier, amd described what they saw.

A 1ist of suggested areas for observation was provided by the invastigator.
This list focused upon aspects of aesthetic responsey and‘dpntainﬁd the
following itemss |
I, Degree of involvement , :
II. Intensity and scope of sensory perception
III. Pcwers of observation - |
IV. Recognition of aesthetic components in various modes of
expression :
V. Originality and imagination 3
VI. Miscellaneous (suitable categories to be filled in) >
An observation-sheet which listed these ltems, and which raised pertinent
quastiqns in each tategory, was provided for the observer-recorders. A

sample of this ohéexvation—sheet is to be found in Appendix B.

An observation-shest was also placed in each child's folder. It

SRoman numerals were used to distinguish gategories since each child
had been assigned an Arabic number for data gollected relating to him.
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contained an ascending scale in five steps, beginning with "ahsence of
response™ and concluding with wdecided response,” for each item 11sted:
After each session, the notes of the observer—récdrdeza and the selected |
sections of the duplicate type-script which were a'pplicéble to eébh child
were filed in his respective foldex. A tally of the typa-and';ntensity
of each response was made on the observation-sheet 'by the investlgator.

After several sessions, 1t was noted that the tally of responses in
each folder did riot prpvide a sufficient image of the ¢hild's responses.
The description of the observer-recorders, and the actual conversation
as recorded in the type-script, seemed much more $1gnific,aht than the |
tallying of responses i),n the observation-sheet. Accoxdinglyf, résponsés |
which were particularly revealing of the child's aé-sthetic re'ac.tic‘n i:ere
stapled to a separate sheet of paper mazk ed "Examples.™ Thus, each
ahild'é folder contained an observation-sheet on which all of the recorded
| TesSponses were tallled, in addition to an éxample—sheet on which particularly
significant responses were saved,;_ The report of the child's responses as |
recorded by the observer at kthe initial 1ntervi.eu wag also placed in
his folder.

In addition, the folder for each c¢hild contained hi# work in the
various sessions where written material was avallable. This consisted of3

1. Drawings of the rhythm pattern c¢reated in R3

2. Finger painting done at the end of R4 |

3, Writing of sounds made to ascompany movement in Qll

4. Stories suggested by the quality of music played in Q14

5. C:llage made from scraps with various textures made at the end
of Q18 ' -

6. Floor patterns for movement made in QP21

7. Photographs of work in clay done at end of QP24

8. Collage made from tracing a pattern on color papers, made in

P29
Writing or drawing was placed in the folder if a child voluhtarily

brought something lnto clags that was related to what had been done.
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Some children were very prolific and brought a story or¥picture to
every session. Only those that seemed relevant to the work in the

sessions were saved.
Evaluation of Data

As previously discussed in Chapter II, aesthetic response céh only
be considered as an entity. The components of art-form isolated fox
examination in the slass sessions do not exist by themsélves.‘They<are'
perceived in relationship to each bthex, ard all that was done in the -
gesslons was to "spotlight® one at a time. The response of children is ,‘
a composite of many fagtors, some of which were listed for the‘obaervers

and for the tallying of the recorded observations. But these factors,

‘tco, have little significance in isolation.

~ Therefore, to report only on the number of responses in each
category, or to deal quantitatively with the degree of awareness
manifested for each of the isolated components of art wouid not be
sufficigntly revealing of the nature of the aesihetic experience.

Subjective judgment dealling with the qualié%tive aspects of response

is veiidered necesgary in order Lo evaluate this program in a meaningw
ful way. The data described in this chapter will be interpreted
qualitatively by the investigator in the reporting of thg‘study'in
the following chapters. Ih addit.on, the investigator and the two
observer-reporters made personal statements avaluitingthé aesthetic |
respongses of each childy and these statements will also be gonsidered
as part of the research report. A discussion of the use ofrthis
procedure is given in the following chapter.
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CHAPTER V
THE EVALUATION OF AESTHETIC ASPECIS OF BEHAVIOR

Nowhere has the limitations of the traditional sclentific method
of research shown itself more clearly than in the area of aesthetics.
This chapter will discuss this method as applied to aesthetlc variables,
and will present evidence of the need for a broader perspﬂctiﬁe‘in
viewing this field. This chapter will conclude with 2n explication of

the approach to be used in this study.

The Scientific Method Applied to Azsthetics

By definition, the traditional sclentific method of research implies
the isolaticn oi a single variable from experience, and thecontrolyof
other factors in the environment. This, when applied to aesthetic experience,
is contradictory. Since aesthetic response 1s dependent upon immediate
perception of multjple factors, the measurement of a single factors bears
1ittle relationship to the response itself. |
Several attempts to analyze and measure an aspect of a¥sthetic
response were made ir. the late 1920's and in the 1930'8.  One of the

best known serles of studies was performed at Toewa University under the

direction of Norman Meier¢l Factors of aesthetic experience were isolated,

and experiments performed with groups of children in which these factors

were measured, and often compared to "opinions of experts. ‘

11owa University Studies in the Psychology of Art, N. Meier, Dir.,
Pgychological Moncaraphs #18s 19, Princeton, Nev Jersey, Psychological
Review Co., 1933, 1936.
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In one test, “compositional unity" was jndged‘bfraeking ¢ghildren to
arrange trees in a toy garden, and their arrangements were then compdred

to those of landscape architects. Most 4 to 7 yeex—olds showed no con-

sistent appreciation of unity. A few were sensitive to this factor to

a high degree. There was no correlation to mental age in the findings, :

but there was slight increase in appreciation toward the 7 year-old level.
The question might be raised as to whether the factor tested‘uas
related to aesthetic response. Does a paxticularly sensitive child
necessarily have a good design for trees in a toy garden? Perhaps the
meticulgus:child would do much better. The assumption of the investi-

gators was that sensitivity is specific to given kinds of perception.

Although these single factors may be measurable, uhat relationship do
- they bear to a generalized aesthetic capacity? |

In another of the Iowa studies, "color harmony™ was tested by asking
the children tn dress dolls with different tolored scarfs. Sensitivity H
was found to be present in some 4to 6 year-olds, but on the average,'thie
quality did not appear before 8. That ®"color harueny?‘is a eultuzaIIY~
‘induced judgment is apparent. The standards for the investigation were |
established by adults in this soclety. Other equally acceptable standards -

might have been set by other individuals in different ¢ultures. The
question might be asked as to what relevance a measure of a child'
indoctrination into the culture has upon his,capacity for aesthetic
responses. |

Sﬂmilarly, in tests of "Rhythm in Graphic Fom™ or in “Discrimination
. af Compositional Balance at the Pre-school Level," standards were

established by the investigators, and children's judgments were compared

to theirs. Results showed no correlation with 1.Q., but a general
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tendency to increase in nzesthetic discrimination" with agemincrease.
The question to be raised is whether these decisions on the part of
the children involve "aesthetic dlscrimination." No effort was made
to investigate the feeling response of the children, nor to determine

‘how they perceived the objects they uere asked to judge It would seem
that the limitations of the tasks in each of these cases éaused the
results to bear little relationshlp to the aesthetic sénsitivity
of the children tested. h |

Although the claim of objectivity is made for studies of this type,

standards are often dependent upon the opinion of the 1nvest1gators, or

a ”panelvof experts," If confidence is established in these adult
judges, might their opinion not be put to better use in viewing the

aesthetic response of the child as it relates to his total behavior2
A Rat. _Subjective Ju

Sensitlive researchers in the field of aesthetics have always been

aware of the limitations of “objective methods.” As early as 1928, Thonas |
Munroe stated that "too rigorous an 1naistence]on;absulute,reliability'

and bbjectivity' of data, too impatient a zeal for universally valid -
| geﬂeralizations,may be an obstacle in a field,where thesev Cannot |
;A_ | be attained at oncey if ewer."‘2 | | - -

Today phyeical scientists have come tc view researcb as involving

suhjectivity. Discgvtries céncerning relativity and therquanxum theory
have had a strong impact upon sclentific and philosophicalthought;‘,"‘

. . - Some quotations from regpected thinkérs in,thesefields throw light Py

; - | 2Thomas Munro, S _g_e_ung___mp_d.s_x__ﬁs:thﬂiﬁ New York. W. W.
1 ‘ NDI‘tOﬂ, 1928, p. 17,

|




on the problem under considerations

P. W. Bridgman:

The philosophical and scientific exposition of our;age‘hés
been too much obsessed with the ideal of the colgly impersonal
generalitye.....we never get away from ourselves.

In my own case, pursuit of operational analysis has resulted
in the conviction, a conviction that increases with practice, that
it is better to apalyze in terms of doings and happenings than
in terms of objects and static abstractions.

A. N. Whiteheads

For the purposes of science, what is our WorldZeeee. Its (science's)
task is the discovery of the relations which exist within that flux -
of percqgtions, sensations and emotions which forms our experience
of life.

Our problem, in fact, is to fit ghe world to our perceptions,
and not our perceptions to the world. . -

If the point of view of the observer must be taken into consideration in
viewing the physical world, then certainly it must be considered in o
evaluating human behavior. | |
Not only the perspective of the observer is significant, but the
frame of reference of the observed is equally importanto Past experiences
must be related to present reactions, for they are often ,cauéal determinants
of the observed behavior pattern. An 1nvestigaturtc§gni2antref'this.must
rely on a systematic selection of factors which*segm, through his own
logical processes, o be related to the hehavior under investigation. =
From a "common sense™ point of‘view, we éll make judgments which

~ involve an,appraisal of behavior based upon consideration of the frame-of

3. W. Bridgaan, "The Wey Things Are,” in Ihe Lisits of Lanuage,
ed. W. Gibson, New York, Hill and Wang, 1962, p. 44. | o
4Ibid., p. 4l.

5A. N, Whitehead, "The Organization of Theught," in The Limits of
Language, ed. W. Gibson, New York, Hill and Wang, 1962, p. 12.

61bid., p. 14.
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reference of the individual observed. Ryle points out that in judging
whether a performance is intelligent, we must look beyond the performance
itself. We consider the abilities and propensities of which this p9r¥
formance 1s an actualization. To charaCtErize‘peqplé ue,go beyond what
‘we see them do or hear them say} we integrate thelr observed behavior -
with our total view as we see it, and evaluate that behavior accbrdingly,‘
Since a person is directly aware of correlation betueen his own private
experiences and his owert acts, he therefore has some possibility of
understanding the performance of others. |

Pole,8 in discussing the development of judgment, says that a %réined
mind is chiefly distinguished by its different and more signlficant grasp
of data. This‘nind deveiops "an.organic, acquired bent for~1hterpretatien.
Principles, therefore, can be derived from implicit rules of practice-——
to be discovered, not made. In every field of endeavory judgments are
arrived at in this way, long before the fotmulafion of rules. Pole
| concludes that "Where men engage in inquiry, thelr,attitudes and‘vieus,
progressively taking form, will evolve, or, as it were, tend to grow into
some common,structure.r | | |

Building on the implications of Ryle and Pole as they would apply
to the evaluation of aesthetic behavior, it can be assﬁmed that the judgnent
'}of the inveatigater, and his ability to integrate and 1nterpret what he
observes must be respected. Such an investigator must havp wide experience |

with the hehavior he has decided to study, and thus can bring to his work

TGilbert Ryle, Concepts of Mind, New York, Barnes and Noble, 1950.

8pavid Pole, mmg_ﬁ_p_i_aﬁul_miu New York, Oxford
UniverSi.tV Press, 1961-- .‘ ‘
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the trained mind in which attitudes and views have progressively taken: - -
form. Generally there is a large degree of concurrence in the judgment
of several such investigators. Pole claims that as inquiry advances,
agreement is involved in the process itself.

Such an approaqh, although not prevalent in educational research,
has heen accepted as valild in the psyoho-andlytxc field. Observations of
natural behavior, interviews, auvobiographies and projeotive tests all-
require interpretation based upon clinical experience, 1f they ére to
be made meaningful. Almost no one questions the authority of the ¢linical.
'psychologist when he applies his experienced Judgnent to the diagnosis -
of a case, although ultimately*a "Subiective" quality is 1nherent 1n
that judgment.

 The same respect must be given to the 1nwestigator of aesthetic
;behavior. "Studying communicative and symbolic 1ntentions in relation
to an aesthetic standard, or studying the inner oynamics of a parson
as he makes aesthetic choices, requires that the researcher 'accept him-
‘self' as a participant in his inquiry. In so doing he must recognize
that his view are functions of his concepts. rather than;objects them- °

selves."lo

The moie 1ntehse and wide the experience of an individuol, tho |
greater his ability to 1nterpret the performance of other:. Clinical

| psychologists, ‘medical diagnosticians, art oritics and other types of |

105, Hausnan, "Regearch in Teaching the Visual Arts,"‘ in Eaadbmk‘
, ed. N, L. Gage, Chicago, Rand Mcﬂally, 1963,
: Po 1113c '
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highly specialized people, often make assumptions about the behayior‘of

others based upon their own experience and ability to interpret. Cannot

investigators of aesthetic behavior function in this way?
The selection of the observers and the hackground of the investi—~
tors in such an approach. They must be experisnced

They

gator are grucial fac

in working with children and the observatian of their behavior.

must have internalized the components of aesthetic experience being

investigated. Some standards may be set for qualificatlons of those

who are to be involved in Jjudgment 2

1. The investigator and observers must have had some creative

art experience at their own level. They must have participatéd in

some art activity, either‘through performance in theater or dancey

work in painting or sculpture, playing an instrument or singing in a

YRR T T R TR SN

choir. They must kncwy through direct experience, uhat is 1nvolved in

the creation of an aesthetic object. | -
2. They must be experienced in working crﬁatiVely‘uithiqhildren.v

They must know what ls involved in eliciting responses, and be able to

‘regogngze the creative process at various stages of its devulopment.

3. They must have studied the components of’ aesthetic experience. -

 This 1nvolves‘critical'reading‘and analysis in the field of aesthetics

.and psychology.
4. They must be experienced observers of both pxofessional per-

formance and of children's efforts in the arts. This experience should

have extandedoner a long period of time, and should include frequent

;% ~ attendance at concerts and art exhibits, and unlimited nnmbers of

observations of children's creative axt uuxk.

%
:
E
E
i
t" - Thus, individuals involved in evaluating aesthetic behaviwmust

ER&C

Aruitoxt provided by Eic:
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themselves be perfommers, teachers, students and critibsa It{ﬁight be
difficult to find people with such extensive experience, but, to a greater
or lesser degree, all‘of the individuals involved ih'judgmeht‘for this |

study meet these qualifications.
The Method of Inquiry

It is assumed that qualified judges pusssss the trainéd mind ihich
has developed the “organic, acquired bent for 1nterpreté£i6ﬂ’,bf,uhich- N
Pole speaks. Although their omwn féelings and insights are part of their
evaluationy every effort has been ﬁadé to "anchor®™ contepts by establish-
ing techniques for ¢Qn;rete operations. The observatiqn—éheqts‘and |
1ists of criteria, discussed in Chapter IV, give the,obaertets an area
for focus. Other devices were also employed. Consultants were used to
evaluate childxen's art work and creative writing. Permanent re¢ords
of the children were sometimes taken into consideration.

Hhenever standards or nikasuring instruments ﬁére involved, hbnéver,
they were considered as a pdtt of the total view of the child. Aesthetic
moments can be described only in relation of the conditions uhder‘uhich
they occur. As the researcher becomes more sensitive to the dynamics
involved in individual casesy he may come cCloser to fdentifying particu-
lar syndrbmesq These are meaningful, not only in interpreting a single
individual, but are sometimes relévant to abstractin9;¢an$apts that
apply to aesthetic education generally. | |

The mathod used in this study involves a systematic selection of
fagtors to be taken into consideration while observing spontaneous |

responses of children. Although the individual child 1s observed as

an entity, as in a case-history approach, a list of criteria has been




established that focuses attention on specific aspects of behaV1or.
The value-judgments of the observers enter into the selection of behavior
appropriate to items in the established criteria. The iist, therefore, -
is only a tool to enhance the evaluation pro@edure. | L

Many factors come into play and relate to the nature of the hehavior
of the individual. The mmment at which significant response takes place
cannot be anticipated. For thisreasom a post-test" originally planned
was elimxnated, since it was felt that such a situation uould be artificial,
and would not record significant responses that might ha\e occurred
spontanaously in the course of the sessions. |

The curriculum plan devisad for this study attempted to expose the
¢hild to many stimuli of an aesthetis nature. It is difficult to determine
which of these»elements were to become a significant part of his environ-
ment, and at what moment they might be integruted into a meaningful experl-
ence far-hima The investigator thus pravided a multitude of stimnli, and e
waited for the expressive moment to occur. A pregnant atmosphere was - -
created by making the child aware of the ucmpanents of art—fOrn available.
for his use. But 1t is by the placement and inter~re1ationships of these
components, by their use in expressing 1nner‘feelings, that an aesthetic
experience takes place. The observerss tape-recordings and filming were

employed to tatch that moment when it gccurred.

A disgussion of the vaxious~¢pnponents'of art~foimudealt with in -
this study is to be found in the chapters that immediately iolléﬁ. Each
iill be presented through de:criptian of the sehsions'relating tb that
npmpbngnt, and reporting of the reqponses‘of éhildnen'that ugra'rglavant'

to that component.
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No attempt will be made to analyze the data in terms of the degree
of response to the specific component being considered. The investigator
does not beiieve that response to any one element as it was presented in
this study can be isolated and effectlvely measured, And, as stated
previously, the response to any one element, taken by itself, is of little
significance. Thus, all data will be considered as part of the total
behavior of the child.

The records of each child will then be studied separately, and
viewed with reference to his development of aesthetic awareness. 'Since
aesthetic factors become meaningless when isolated from the total tesponses
of the individual, this case-study technique integrating various kinds of
data, and focusing on the nature of the whole person appears to be a sound
approach to the problem of reporting.“Elements of the data may be“com-j
pared and contrasted through the use of tables and graphs, but each
integrated case-study is unique, and cannot be measured in relétioq_to
another case study. Accepting this limitation, it is deemed important
to evaluate the significance of a particular experience in terms of the
v]1ife-style"” of each child. |

To determine the growth in awareness of the class to aparticular
coimponent, an over-view of all of the individual records will be con-
sidered. A guiding §trategy will be to seek developmental patterns

which are indicative of the process by which aesthetic concepts evolve

at this age level.
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CHAPTER VI

RHYTHM

In this~chapter;\seséidns in which the main focus was upon rhythmic

awareness will be described, and the responses. of the children will be

reported. lhe first six sessions (R1, R2, R3, B4, RS, R6) and the ninths

and tenth sessions (R9, R10) uere concerned with rhythm in its auditory,
kinesthetic and»visual aspects. Rhythm experlences were part of all of the
thirty-one sessions, however, and experiences with other components,

such as pattern aid dominance, were part of these first sessions‘on rhythm,

‘as well, Where relevant, they will be reported ta the appropriate

chaptexs. |

It is natural that the first experiences in these sessions shoulf’
stress rhythmic activity. Emphasis has been placed, thrbughout the
discussion of the study, upon "beginning where the child 1s.~ No concepts

can be made meaningful unless they are put in terms that related to

interests and present abilities of children.

Interest in rhytha begins in infancy.. The baby rocks back and forth
in his crib, and accompanies himself with vocalized rhythmic gounds. He

~responds to music, or to the rhythmic noise of the washing machine, with

movements of his whole body. The rope-jumping and circle games of early

childhood have strong rhythmic quality. It is from these naturél roots

~ that the program to develop aesthetic concepts began.

Recognizing Rhvibaic Patterns

Every child is interested in his own identity, and hence in his own

name. In the initial interview with each child prior to the class sessions,
| 81 |
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the investigator had played the rhythm of the child's name oh her drum,
and he had been asked to walk in time to it. |

The first session began with walking in a circle 1n‘time‘to the
drum, and then the investigator asked the children to raise thelr hands
if they recognized their name when she’played it on her d:um. |

I3 Some of you have beautiful names. I'11 play them, and you
raise your hand when I play your name. Everybody walk in time. «

Ready? J J Y é J

above rhythm on her drum. Children move to
it, walking in a circle, but no one raises hand.

S fnvestigator playe

Is Who is Steven? Steven what?

Stevens Steven Meoli. |
‘It Now listen. Say it.(Child says name in time with drum.) Now
do you hear the drum saying your name? Listen, we'll try another
one. Walk in the circle again. J .‘ ” J

* Y =

Good, Susan, Good, say it. Susan Kalibér.(Children walk in time.
Some saying, "Da, da---da-da da" in time with drum.)

Some children were able to identify their names at first hearing. Others,
anxious to be called upon, raised their hand eagerly, only to have it
pointed out that there was an extra beat on the drum which did not match
théir name,‘or that, the strong beat was in a different place 1h their
name. |
- | - Time was taFen-in'this séssion to qﬁscuss when a rhythm was éven
f'sach beat takes the same amount of time") and when it was uneven. Children
were asked then to identify even and uneven beats, and the movements they
suggested. |
. | Iz When you walk, and when you run, all the beats take the same
amount of time, don't they? (Plays walking time and running time
on the drum). But sometimes tgsf are different. They are uneven

(P1ays uneven £1 B >J on drum) What does that make
you want to do? :

Childs Skip.

L
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It Yes, skip. Let's try it. (Plays drum) There are some othey
movements that sound uneven. What else?

Childs Gailoping.

I+ Yes, galloping (Plays drum.)

Children: Gidyap! (Sounds of enjquent.)

It Now see if you can change from even to uneven, Do what the

drum tells you to do. I won't say a wordyand you be quiet so
that you can hear what the drum sayss

JJJJ ) 2 41 X)) (repeating)

Can you tell what the drum was saying? Yes, galloping and
what else?

Childs Walking!

It Can you tell how many beats? I was doing it over and over
again., How mdny walks and how many gallops? |

Nancys Four walks and eight gallops.
Is Yes, if you count two for each gallop. Really a gallop is made
up of two steps---a short and a long, but we'll call it one gallope.
Try it. Four walks and four gallopsse..(Plays drum>)
In the first session, the children thus learned to identify walking,
running and galloping rhythms ‘and to move around the room in time to
them, given the signal on the drum. They also ldarned to listen carefully
to identify various rhythms, as in their names, and to be able to count

the number of beats and to recognize the place of‘the accent. Theéeﬁ_~

kinds of activities were repeated periodically throughout the sessions.
What _is Rhythm?

Following this exploration of rhythmic patterns in movement, the"
investigator led a discussion with the children about the nature of
rhythm. A book about rhythml was shown to the children, and parts of

it were read.

| l1.angston Hughes, The First Book of Rhythmg, New York, Franklin
Watts, 1954. '
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Iz Can you tell me what a rhythm is, now‘that“we have played
some of them, and have made up some of them? Nancy? What is rhythm?

Nancy:s Well---sometimes in square-dancing, YOu‘clap; It is like |
_=«——relaxing. It makes you feel happy.

I¢+ Yes, rhythms very often make you feel happy. Yes?

Childs Music?

I+ Yes, there is lots of rhythm in music. But thereris‘rhythm
in other things, too. Manuel?

Manuels TIt's almost the same in music, when you go upstairs,
(Music period is conducted on the second floor.)

I+ Yes. when you go upstairs to have music. But there is rhythm
in other things, not in music. Can you see rhythm?

(Some chiidren answer yesy others say®no? Class is divided half
and half in show of hands.) "

(3

I'm going to tell you what one man thinks. I brought this book
with me, and it's about rhythm. The man who wrote it is Langstonm ,
Hughes. He knows a lot about rhythm because he writes poems. Do 1

poems have rhythm? ;
T

Childrens Yes.

I+ (Reading book and showing illustrations.) He says that:"Rhythm
begins with the beat of your heart'" Can you feel the rhythm of

your heart?

Gary: I think that is how they began to drum.
Some sections of the book were read to the class, and then the children
were allowed to try playing their heart-heat on the teacher's diun.
An‘obpetver—reqorder reported that feeling of heart beats was going on
during the reading of the book. Two boys at the back of the group were
feeling each other's heart-beats.

The first session concluded with every child playing an instrument
in a»rhythm orchestra. Rhythms that had been explored in movement
earlier in the lesson were now played on drums, blocks, cymbals, and

other instruments. Some rhythms were orchestrated by the teacher, so-

that certain instruments came in only on the strong beats. It was
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stressed that while all instruments do not play the same thing in the “ |
orchestra, they play things that go together, and they all keep the same

time by watching the conductox.
Rhythm in Daily A

In the pre-session interviewy children had been asked to do some~
thing in pantomime that they, or their mothers or fathers, do every day.
The investigator reminded them of this in one of the sessions that

followeds ]

I:+ There's a rhythm in things that you do---There's a rhythm in
mery, workingeee

Child: There is?
Davids When men work they do like this (noise with mouth).

I3 Do you wantto do it for us? Show us, David.

(David repeats noise, moving as if with a power drill.)

I3 You kﬁbw, when Manuel was speaking to me in the office last
week, he showed me how his father does typing, and the typing
had a rhythm. Do you want to show us, Manuel?

(Manuel does movements of typ.  J, with accomparfing noises made
with his mouth.) =

Is And when he did it, it had a rhythm. Although I didn't ask

him to do something with a rhythm, that is the way he did it.

Many things have a rhythm. How about a ball player?

Childs Ooo I know---(does movements of pitching a ball.)

Iz Even if you don't hear a sound, you c¢an see the rhythm.

In the second session, kinesthetic awareness of rhythm was stressed‘
The investigator sought for verbalization about how the children felt-the
rhythm and whether they could identify it. A child was asked to skip

as the class watched. She was to skip very quietly, making no noise

on the floor, and with no drum or music accompanying her.

Is Do you know what this rhythm 1s?
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Childrens I know! I know! It's da-tum da-dum .(Some clap a skip
l‘hyth'ﬁo » ‘

Iz What makes you know?

Gary: It's her bones.

I3 Her bones tell you the rhythm? Sort of--yes. The thing is
that you don't have to hear it, do you? |

Another chiad was asked to skip with his eyes closed. Hé was -then asked
{f he knew what the rhythm was, and how he knew. ‘

I+ Do you have a rhythm? (Robert nods yes.) How do you know?
You don't see it! You don't hear it! How do you know? -

Garys You can feel it. , ;

Is Where?

Roberts Everywhere--—all OvVer...

; I+ Everywhere---you feel it in your muscles, don't you? You feel
a rhythm that you can't see and you can't hear. -

Davids I can't close my hand because there's a rhythm in there!

5 I3 Everybody close your eyes—---and make your shoulders bounce--—-
| Is there a rhythm? Can you see it? Where is it?

Childrens Feel it---in your musClesaee. |

Duanes I could hear a rhythm in here (pointing to self).
It seems that children find it hard to believe that something exists that
they can't see or hear. Children are not conscilously aware of kinesthetic
sensation. Duane imaginee he héars the rhythm«of his shoulders bounding,
and David has an imagiﬂéry "rhythm,® like a gremliix, caughf in his hand!

Children worked with partners, one playing a rhythm instrument to
accompany the other's movement. The child who had the instrument was to
find the rhythm of what his partner was doing, and then play in time with
. him. Each couple then showed what they had done to the rest of the class.
The class discussed whether they were in time with each other. Although
they had found it difflcult to say how they knew what the rhythm was when
it was not heard, they had little difficult in finding it in the movements

Toxt Provided by ERI
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of their partners, and transferring it to the rhythm instrument.

Visual Rhvthm
The children were first exposed to the visual repxesentation of
rhythm in the illustrations of the book on rhythm read in the first

session.

I3 Here are some pictures. Now do you think the picture'itself
has a rhythm, when you don't hear it? |

Childs It's possible.
Is Here are some line designs that have rhythm

r_‘_lmrﬂLJ‘l._r_——L4-1__r1g~

Manuel: We did that other one last time. (Manuel is reminded of -
line drawings shown in the initlal interview, when the investigator
asked each child to show or tell how the line made him feell)

Is Yes, that had a rhythm. When you look at this one, do you see

a rhythm?
Childs Yes, it's like climbing up hills.

Is A big oney a little one, a little one, a big one‘(Pointing to
illustration in book.)

The book was introduced again in the third session, and thls time
the children were asked to play the designs they saw on rhythm 1nstxum¢nts.‘
The investigator lad‘on her drum, and‘mo;t of the children picked up the
rhythm correctly. They were then asked if they céuld gsee a rhythm any
place in the room. When there was no response, the teacher arranged
kindergarten blocks on the floor in varilous patterap,gand’thechildren R;ﬁ‘

played the pattern on their instrumentss




| 8\8&
They found a pattern in the knobs on a toy siove snd played thats

Q0O O—=a O O O
4 4 1 4 Jd 4 Jd

T
cymbal

Each child was then given a large piece of neispfint paper, a ¢rayon,
and a rhythm instrument. Working on the floor, with enough space for |
each child to move and to draw, they were asked to play a rhythm on
the instrument, and then to draw what they had played. They were told ;-‘
to try the rhythm first in movement 1f they liked. |

This was a very interesting session to watch. Children became very
absorbed in transferring rhythms from the sounds on the instrument to‘the
visual representation. $ome of the observer-recorders'comments weres

Vincent (2)2 is counting, checking on instrument, re-doing crayon
design. :

Sheree's (13) design is large, clear, definite. She tries it on
her instrument, reading the rhythm well.

Rose 210), intensely absorbed, drew a rhythm, played it, drew another,
played it. She played it on her fingers, then created another, and’
tried that. It is unusual for Rose not to depend on someone else's
ideas (classroom teacher's observation).
When they had finished,;each design was held up, as the child who made it
played the rhythm it represented on his instrument. Some of the designs

creéted weres

FJ F . E— E | Vincent (2)
® -

Sheree (13)
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4 7 v ) | Rose (19) ”
((C(co (0w

The children were shown pictures made by well-known artistss‘and
were asked if they could see rhythm in them. The one uhich evoked the
strongest response from them was Van Gogh's "“Starry Night."4 They were
asked to move to the way it made them feel. Many did swirling movements,
ascompanying themselves with whistling or humming sounds. Some responded
more verballys

Davids I could see a rhythm in the sky.

It That's right, There is a rhythm in the sky. Show me with
your hand how it goes.

Davids There's one that comes like this. And there's another one
that comes like that---only smaller. (Dbing circular movements with
his hands, the second circle done more quickly.) ‘

It And you sort of feel that this one goes faster, don't you?
This picture is called wStarry Night," and these things in the sky
are very bright stars, The picture shows the way the artist feels
about the stars. How do you think he feels?

Childt He likes them.

Childs Excited...

Garys He's using his imagination.

I3 The rhythm helps to tell you how he feels. Let's try moving

to it again. 1I'll see if I can put the rhythm on my gong this time

(Plays soft crescendos on Chinese gong, as children do turning
swirling movements.)

3John Canaday, Metropolitan Seminars in Art, Metropolitan Museum of
Art, 1958, selected prints enclosed in these books.

45ee Appendix D for reproduction of paintings.
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At the end of this session the children were seated at tables where

they made fingerepaintings. Very little direction was given by the in-

vestigator, and it was hoped that the exposure to rhythm in sound, paintings

and movement would result in rhythmic designs in finger-paint. This‘uas

true iﬁ a few instances, but for the most part, the ghildren beeame e e

absorbed with exploring the new medium and "worked overﬁtheixdesigné

until they were unrecognizable. Those who had clear designs showed them

to the class, and the children reacted to them in movement.

Is Here's Annette's design. Let's see what you would do to it,
Annette. |

(Amette (7) does a turning around swing movement, similar to one
ie had done at the beginning of class.)

Is Does that segm.ta fit the painting? (Finger painting is curving
swirls in blue.)

Ghildren; Yes, Yese.

I3 Try this one--all of you--This is Susan’s (Susan's (5) painiing
has thin lines done with ger fingernails., Some are vurved.. Other
1ines make sharp angles.) g

Childrens Whee! (Many do similar swinging movements. Vindent St.
(20) darts quickly through the middle of the group—-making sharp
movements and sudden turns.)

It Look at Vincent, He goes faster--in straigﬁt lines-uthen curves.
~-~ghow us. : | | o

(Vincent repeats movements. He is very pleaqed;“v1neent has recently
come to tils country and speaks no English.) *

Although the finger-painting was not a highly prodnctive aesthetin xptrxenne o

for the class as a whole, there were significant responses to those fen- 

paintings that were shown to the class.

One of the childien wrote a poem at home, and brought it in to shou

to the classroom teacher and to the 1nxext1gator. It is nqt”known whether

-
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ghe had hélp in completing the poem, but subsequent sessions revedled

that Nancy (6) had a strong rhythmic sense, and a flaivvforrhyming,‘The»
poem,written in the week that followed this ﬁession, seems to have been -
inspired by the activities done at that times

There is rhythm in the sky

Or as pretty birds go by

Over land and over sea

There 1s rhythm for you and me.

There is rhythm when you go
Way up high'or way down low
There is rhythm here and there
There is rhythm everywhere!

Rhythm in Mysic

The children had already learned to jdentify varigus rhythms when
they were played on a drum. Beginning from this familiar activity,'the .
investigator then moved to rhythms heard in musics

Iz  You unﬂerstand drum-talk very well. Now I'm going‘to,ylay

gsome records, and see if you can tell me what kind of rhythm you

hear on the record. You can listen first---do 1t if you likey

do what the music tells you to do---and then when I stop the

recordy raise your hand and tell me what kind of rhythm the record -

had. Ligten~first,

(Plays Dietrich nSkipping® from “Rhythmic Play.”7 Skipping of
class is right in time with music.) |

All righty raige you hand and tell me----Duane?
Duanes Sort of Jumpy.

Is Jumpys YeS. But that's not what you all‘werg’dning. What
were you doing? Annette?

Amnette: Skipping. |
Other music was played suggesting walking, and running, and the children

‘moved in time to them. Then selections were played that contained more than

TSally Tohin.Dietrichi;hazhﬁé: %é:y&; 1946, distributed by composer,
e Centrey New-York.. | ‘

134 Sherman Averwe, Rockvi




one rhythmic patterns

I3 Mow this one starts with a skip, but it has something else.

Tt changes. (Plays Dietrich, “Skip and Jump.") What would you

do with this? Rose? |

Roses ' I'd skip first and then I'd run around.

It You'd do a run with a skip. Nancy?

Nancy:s Where you have a big bang, you ueuld‘jump,

I3 Let's try Nancy's way. That's a good idea. (Plays Dietrich's

*Skip and Jump" reand.ag Jump! That's it.....Here's another one

that uses a jump, but it isn't skipping. (Plays Dietrigh's "Run

and Jump.™) Jump! Jump when the music tells you to. All right,
what is it, Rose?

Roget Taking little steps and then jumping.

After some further exploration of rhythmic patterns in movement,
the investigator played selections from classical mus.c for the children,
Wagner®'s "Ride of the Valkyries"’was quickly identified as having a %gallop-
ing™ rhythm, although the children were not told the title of the piece,. |
They also felt that the music was "scary----like moniter music."

After listening to Fritz Kreisler's "Caprice Viennois," the children -
were able to identify some parts that sounded like "swinging®™ or “swaying"
and some parts that had a running rhythm. The ¢lass was divided into
those who wanted to do the swinging, and those who wanted to do the
. yunning. The music was played again, and the places where there was
change from one to another were pointed out. Some sections, where the

violin played alone were done by one child, moving alone. Others came

in as the music grew in 1ntensity.1° The investigator directed entrances

8sally Tobin Dietrich, "Rhythmic Play," 1946, distributed by composer,
134 Sherman Avenue, Rockviile Centre, New York.

9Ghildren's Concert Series #6, Children's Record Guild 9016.
1°Suggestions for phrasing came from I T

Movement, by Louise Fumphreys and Jerrold Ross, New Jersey, Prentice Hall,
1964, p. 108. .
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by pointing to individuals or groups as the xocord pléyed. This became

a favorite activity for the children, and was repeated‘at‘Several’

subsequent sessions.

The rhythmic patterns and the changes in othet selections of classical

music were investigated. The record™’ used was one in which pieces were
included that had special appeal for this age group., The children quickly
re?uénized the two themes in the Third Movement from MacDonald's Ghildreh's
Symphony, and identified them as "The Farmer in the Dell,™ and "Jingle-
Bells.® They clapped the rhythm for each of these themes, responding to

the dynamics of the music when "Jingle-Bells" enters loudly, and clapping
more quietly at other parts. |

I3 It changes from one melody to another. That is one kind of

change. What other kind of change did you hear? There was one

time when they played "Jingle-Bells® again, and you stopped

clapping, and you stopped bouncing---and you were quieter.

What happened to the music then?

Garyt It went down more....like it started to walk.

The children tried different kinds of skips to this music, one child
suggesting two walks and a skip to the "Jingle-Bells® theme. The teacher
dirécted entrances for different groups of children, as had been done
with "Caprice Viennois.”

A4slow, heavy rhythm in "Bydlo"™ from Moussowrgsky's "Pictures at an
Exhibition" made some of the children think of an elephant ualk, as they
moved to it. The teacher pointed out that "the music makes you want to -
do things that are heavy and slow, like an elephant, although it doegn't -
have to necessarily be about an elephant." She then told the children

about the ox-cart envisioned by the composer.

Some music had sudden surprises which the children recognized and

1161adys Tipton, Adveniures in Mugic for Grade 2, RCA Victor, LE 1Q0l.
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and responded to in their movement. The "Jack-in-the-Box™ theme from
Bartok's Mikrokosmos Suite #2 was not identified by title until the children
heard and responded to the music. This was true for the preséntation of

all the musics in this session, and in others that followed.

-

Rhythm in Peeiry

Some poems for children suggest movement, and their rhythmic pattern
correspond to the rhythm of the movement suggested. The invesfigatorﬁbeqan
the exploration of rhythm in peetry with poems of this nature,

The ¢hildren had done swinging movements in previouslsessions, and
they had enjoyed the free use of arms and body involved in this activity.
Moving in time to a drum at first, the children did swinging movements.

As they continued moving, the investigator recited Robert Louis Stevéﬁédn's
“The Swing."'?

f

-~ I3 Were any of you on the swings when you were on the playground
at lunch-time? Did it feel like this? Duane?

Duanet We were shooting baskets, and we went down like this and
then threw it up. (Demonstrates swinging ball up from between legs.)

It Good. You're right, Duane. Shooting baskets is a swinging move-
ments like this. Let's all try it.

Now let's all go on the swings. You may swing any way you like...
down and up...or side ‘to side. (Recites poem without drum.) The
Roem has the same rhythm. Do I need the drum for you to feel the
rhythm? It is like the rhythm of the swing?

The children explored different kinds of swinging movements in time to
the poem, and then small groups did various movements, some high, some
low, to the three stanzas of the poem.

13

Leland Jacobs' short poem ~ suggests action, and the rhythm of it

123, L. Stevenson, A Child's Garden of Verses, Charles Scribners, 1905.

13 e1and Jacobs, Merzy-Go-Round, Columbus, Ohio, Charles Merrill, 196C.




helps convey the sense ox funs

Fun here

Fun there

Fun, fun, everywhere
Fun in the air

Fun on the ground
Fun’ fun
Fun-go-round}

The children enjoyed moving to this one, goling up,‘down and around as
the words suggested, and adjusting the rhythm of their movements to fit
the rhythm of the poem.

Nursery rhymes are strongly rhythmic and perhaps that is a reason
thev have had such a lasting appeal for children. The class recited "Little
Miss Muffet” while a boy and a girl acted it out. The change in rhythm
at the last line was pointed out as the cue for "Miss Muffet" to runm.

"Ride-a-Cock Horse®™ has a gallopihg rhythm which the children tried ¥
in movement. A favorite was "Old King Gole" which several of the boys
developed into a lively pantomime. |

The rhythm of animal movements, as representéd in poems, uas‘aisn
discussed. The children tried moving like cats, and then the poem, by

Mary B. Miller'?

was read:
The black cat yawnsy
Opens her jaws,
Stretches out her legs
And shows her ¢laws.

Then she gets up
And stands on four
Long stiff legs

And yawns some more.

She shows her sharp teeth,
She stretches her lip,
Her. slice of tongue
Curls up at the tip.

l4Mary B. Miller, "The Cat," in Choral Speaking is Fun, ed. Letitia
Raubichek, New York, Noble and Noble, 1955.
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Lifting herself

On her delicate toes,
She arches her back
As high as it goes.

She lets herself down
With particular care,
And pads away

With her tail in the air.

Everyone tried moving to the poem as the investigator read it again.
It was pointed out that words like nyawns" and "jaws® slow up the rhythm,

and suggest the strctching movements of the cat. The children followed the

rhythm ¢losely in their movements.

enlﬁ

The contrasting rhythm of Rose Fyleman's "Mic was employed next.

As the investigator read the poem, some children gcurried about like mice,
others listened while seated.

Iz See if you can tell me how the rhythm is different from the
poem about the cat.

Nancys You read it fast-——and mice go fast.

I3 Yes. It isn't just that I read it fast. The words are short
and clipped----See how 1t is written? (Showing book) All short

lines—-—-and that is how a mouse moves--snhort quick darting move-

ments——-not like the long sounds in the cat poem. See 1f you can
make the quick little head movements that a mouse makes. .. (Reads

poem again.)
In the second session on poetry, the childien uere‘asked to bring:in

‘a favorite poem, which they would like to try in movement. Many gbod |
selections were made. The children worked with partners, one reading
the poem, while the other moved to it. Each couple then showed what
they had done to the group. Not all of the class were able tovreadl'
fluently, so the investigator read sme of the poems~fo¥ them. |

o , | “ 1
The children had learned Vachel Lindsay's "“The Little Turtle,”

15pose Fyleman, "Mice,™ in L
and Harry Heltman, New Yorky Row,

16yache! Lindsay, "The Little T "
Vache 1gggaﬁ%r he Little urt%g; in

yd Togethe s ed. Helen Brown
eterson, s Pe ‘ ‘

ed. Helen Brown ry Heltman, New

k, Row, Peterson, s Pe




97

and they all recited it as they did it. The investigator -pointed out the.
staccato rhythm ¢reated after the word "snapped," and asked the children

to pause in their movements at the apprqpriate times

Is Good. Susan made a good ending. She sprang up---and then she
froze that way---as if she were still trying to “catch mel®* Txy
1t one more time and see if you can have a goad ending.

Childs May we say it?

It Yes, say it with me. (Reads poem,)
Freeze---hold it at the end---good$

Ghilds David pinched my seat:

Davids I got onel
"

It seems as if David had found his own gpecial way to “make a good ending
for the poemt |

Another poem which had been suggested by the children was Dorothy
Baruch's "Merry—goeRound.“17 The whole c¢lass tried this one togethers:

Iz Make a circle, please. Walk in a circle. I'm going to read
the poem about the merry-go-round, and you c¢limb up on a horse----
hold on to the pole----and make the horse go up and down as the
merry-go-round goes around. Does it always go fast? It starts

out goingeee

Childs Slow.

I3 And then it gets.‘.

Childrens Faster.

Is Yes;'andat the end how does it go?

Child: Slower.

It Yes, the middle part goes faster, So you have to go faster. The
&oem will tell you when to go fast, and when to slow down, Ready?

pads poem.)
The chiidren responded well to the changing rhythhs of the poemy and the

“ueriy-go-round" stopped as the poem finished.

| ‘lJborofE§ Baruch, "Mexy-go-Round," in Let* ad . Together Poe
Helen Brown and Harry Heltman, New York, Row, Peterson, 1949, p.. 38.
. H ) t .
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Other aspects of poetry, such as the quality in sounds, were
explored in other sessions, and these will be reported in the following
chapter.,

Although rhythm is hard to define, it is easily experienced, and
the children were quick to see the presence of rthythm in different
modes of expression. In one of the last sessions held with the class,y
Gary defined rhythm as “stopping and starting at different places, and
doing it the same way over again,” This is very close to the adult
concept of "repeated pattern of emphasis and pause® or "the regular'

recurrence of stress, accent, or beat," giVen by dictienariés¢

i el st s s - N




CHAPTER VII
QUALITY OF SENSCRY PERCEPTION

Sehsory awareness is the very foundation for all,aesthetic experience.
There are qualities and feelings inherent in the sense perception itselfy |
in the tonés of musicy in the colors and textuxés‘of arty in the kinesthetic
sense of movement.

A great deal of time in these sessions was devoted to developing
sensory awareness. Qualities of sounds in words and poems, of tones in
musical instruments and music, qualities of textures; and of colors, |
qualities of lines and shapes, were explored, and the children responded

to these sense perceptions through movement.
Sounds_in Words and Poems

The children had become aware of the rhythm in pdetry, and had
responded in muvement to the'pattexns they found in poems thatynére
read. In the next sessions (Q 11 and Q 12) which followed those on
rhythm, poems were chosen for their onomatopoetic quality. The poem,
"Autumn Leaves"lﬂby Eve Merriam was read, and the children acted it
outs

Downi, down down

Red, yellow, brown

Autumn leaves tumble down

Autumn leaves ¢rumble down
Autumn leaves bumble down

Flaking and shaking

Tumble down leaves

1Eve Merriam, Ihere's No Rhvme for Silver, Altheneum, 1962.
. 5 B
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Skittery

Flittery

Rustle by

Hustle by

Crackle and ¢runch
In a snappety bunch

Run and catch

_Run and snatch
Butterfly leaves
Sailboat leaves L | j
Windstorm leaves : | i
Can you gatch them? . |

~ Swoop

Scoop

Pile them up

In a stummy pile and

Jump

Jump

Jump? “

The 1nwestigator selected different children to ccne 1n on diffexent
lines of the puem, some "tumhling and "bumbling®™ down, some "flaking
and shaking,™ one being a “butterfly™ leaf, while others did the “sail-
boat™ and “uindstoxm" leaves. They moved to the poem agaln, as the 1nvestlgauorr
read 1t. Then they discussed what they had heard and foltt

Iz What else did you have to listen for---besides the rhythn? What

else did the poem tell you? Listen to the word s--"trackle and

crunch "----¥sailboat leaves™---what did they tell you? Nancy?

Nancyt They sounded like they are grunching... |

; I3 Yes, the sounds of the words tell ‘you something, don‘t thcy?
5 What did you want to say, Vincent?

Vincentz lell, 1ike you are eating something, and like—--it nakct
a==—=CrUnGhes ee.

T Is The uprd‘“c;unch“ reminds you of sonething, yos. When you walk
in dry autumn leaves, you hear ithat same sound, “crunch-crunch...

' Childs Captain Crunch ...
The association with cereal commercizls on television seems 0 hawe been

stronger than any assoclations with the sounds of dry autumn leaves!

The posm was repeated at a later time in the yeary howevery and the
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children had had many experiences with leaves falling that they associated

with the poem. |
Another poem that the children enjoyed‘moving“to was "The qu.ti:x::::el.;"‘2
It was pointed out that words like “whisky, frisky, hippity hop" which
begin the poem, have 1ittle meaning aside from the sounds that they make,
but that the sounds themselves create an image of how the, squirrel actse.
The children thought of other words with sounds that suggested their
meaning. The investigator helped, and made a chart with the following
words printed in large latters:

prancing

wiggle

gscurried

sticky

chatter

splash

bubble

buzz

bumpy |
The words were read to the children, but there was no discussion of their
meaning. Then they played a mcharade™ game. A child was to act out a
wordy and choose somedne to guess what it was. The child chosen was to
point to the word on the chart, and then to act out another one. |

Rose (10)3 did "sticky,"* acting as if molasses was all over her hawds
and arms. Gary guessed it. | | | ,

Gary (4) did a diving motion--—-making the sounds, “psh psh.®
Everyone knew it was *gplash."™

Steven (1) did a movement with his mouth and head. Susan guessed
Mchatter.™ |

The whole élass did "chatter" trying to carry the nnvemeht to othér
parts of the body. They said the word as they did it. They tried other |
words this way. "Bubble™ was one to which the ¢children responded well,

| 2Authox Unknaun, “The Squirrel” 1nWLg;lgzggggzxggg;hggizyggg, ed.
Helen A. Brown and Harry J. Helzmany New York, Row, Peterson, 1949, p. 85.

 3Numbers in parenthesls refer to the child's folder. A report for
each childy presented with his number, is given in Chapter XI.
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making bubbling noises as they bounced about. |

In another session the children were told to start with a_nnvungnt,
and then make sounds that seem to go with it. Having been prepared by
the investigator, they weré quite orderly and each cbncqntzated on his
own soﬁnds as he moved about the room. Many moved in rhythmic pattdrnc;
the sound coming on the strong part of the movement. The following des-
criptions are taken from the observer-recorders' reportss

Rosann (21) is swaying back and forth, arms out, hands released,

whistling in time with her movement. Now to some graceful side-

ward jumps, arms archied upward, still whistling. Volume of

whistle increases with movement. \

Susan K. (5) did a whistling sound, along with swinging, circular
movements. The whistle got louder as the movement got bigger.

Dayid (9) announced that he was aﬁcat.‘ He made a vaxiaty of Qutteral
noises--not the usual meows. His movement went well with the sounds.

Vincent (2) did a crouching spring forward--an ape-like sound coming
from between closed teeth with every spring. |

The investigator pointed out that animala‘Very often’makernnioas‘as‘they‘ —
move. "A lion roars when he leaps...and a bird very often chirps as he
goes along the ground.® The children had been doing this kind of :elf»‘
accompaniment spontaneously. |
The class explored familiar phonic sounds, beginning with th@ftoundp t
of the letters, and seeing what movement and ideas were suggested by them.
®gh* suggested movements of cutting with a scythe to George (15), but |
reminded Rosann (21) of ocean navén. The sound of "mm™ made some ehildién
think of eating food. Others moved to it as trucks, cars‘and tragtors.
They were then given paper and pencils, and were asked‘to nrite‘?‘ 
down some soundg, and the ideas suggested by them. Later‘they tried | |
moving to what they had written, as the fnvéstigator Tead Tt. Some of the

written expressions are given below (description of movement is in

parenthesis. Not every child had a chance to show his idea.)s




RoseMarie (11)3

Cup-a-rup (run and swing)
Goop (leap)
Cup-a-rup

Goop

Cup-a-rup

Good

Susan K. (5) had twos

Bumble bee 2z2222222
Bumble bee 22222222z
Where do you hide?
Bumble bee zzzzzzZz
Bumble bee 22zzz22z
In a bee hivel

Manuel (18) wrotes

Ding-a-ling-a-ling-a-ling
er-er-er-er—er
ek-ek-ek-eeeek
tick~-squeeek
shithhhhhhhhhhhhhhh—--
Zcom?
The fire's out!
Only 400 people deadl
And 9000 was alivel
Only 80 people was hurt
Let's get them
To a hospital 4
Zoom! Zoom®: Zoom?

Ione

The children were familiar with the various rhythm initruments used

instruments coming in on different parts of the rhythmic pattern. They

The waves go
Swish--swish--swish
BMmp—a—suish~swish-snish
Bump-a-gwish-swish-swish
And they go
Wish-wish-wish.

]

(Action of a fireman
putting out a fire
was full of excitemant),

4o make up the percussion orchestra. They had played them, with different

had learned to do a waltz, and had orchestrated the accompaniment with

cymbals coming in on”the heavy beat, and blocks and maracas on the 1light

beats.

4Examples of the original uriting'of the children may be found in




In the next session (Q 13), stress was placed upon the quality of
sounds made by the rhythm instrumentss

Is I want to talk to you a few minutes about the different,sounds
the instruments make. Do they all scund alikec?

Childrens No. '™

Is Listen to this one (plays triangle)----- and now listeri to this

one (plays maracas)...

Vincent: No, that's not the same.

Is+ Listen again. The triangle dies away, like my gong. What does

this make you think of?

Duanees A bell.

Vincents Time for lunche.

It What kind of feeling does it have? Txy moving your arm to 1t.
~ (Plays triangle again) Yes, good« Some of you have a very nice

feeling for it. Do you know what makes the sound? If I put my

hand on it, it stops, see?

Child: 1It's when you hit it,..

Susan K.t Vibration...

Is Yes, when I hit it,'it sends out little waves in the air, and

when I put my hand on it, it stops the vibration. What about the .;:

maracag? What makes the sound? ‘

Childs Little pebbles insldes..

It That's right. Does the sound last as long as the triangle?

Steveni‘ The rattle stops fast---but the triangle dies‘auay.r

Iﬁstrumpnts were distributed, the special quality of each one being
discussed before it was given to a child. Rhythmic patterns nuré plﬁYed
and orchestrated with different instruments playing different parts.

The children then worked with partnerss one instrument to a couple.

They were to take turns accompanying each other's movement, as they had

done previously. Some preferred to move while playing thelr own instru-

ment. This time the emphasis was upon interpreting the quality of the

instrument chosen. Some of the observer-recorders' descriptions ares
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Eddie (19), moving to maracas played by Manuel, runs tb beat,
shaking slightly to rachet-y sound. A rare experience for
Eddie to feel this freedom.(Classroom teacher's observation)s

Rosann (21) works with cymbals, tapping them together lightly
to accomlpany tip-toe steps, and then crashing them together
for a Jump-turn.

N ‘

)

= Naney (6)<u§ea a tamboﬁrine, shaking it as she turns, hitiing
~~1t with her hand as she jumps. |

Jtihst as rhythﬁ*instruments have different tones and qualitiés, 80
do the melodic instruments of a full orchestra. VSeveral orchestral

' R 5 4
selections  were played on the phonograph, as the children listened.

Priqrfggéiﬁis, imaginations had been stimulated by a game in which the

children played follow-the-leader with an imaginary “Bangalory Man¢"6

Nows as they listened quietly, they were asked to let the music suggest

things to them, to think about the feeling it had, to imagine what might
be happening in such'mnsic.

Three selections of music were played, each having a distinctive
tonal quality and contrasting sharply with othe:s gselected. They uerex‘

1. ‘Fountain Dance,™ from E@gd_gf_!pn;h #2, by Elgar.

2., "“Bydlo,™ from Pictures at an Exhibition, by Moussorgsky.

3, "Departure,™ from Winter Holidav, by Prokofieff. |
The children were not told the titles of the music, nor was there any
discussion prior to hearing it. There was a gpod deal of verbal‘reSponse |
following the listening period, and the children seemed to have been
sensitive to the feeling quality of each piece. After “Fountain Dancey ™
this discussion ensueds

I* All right, who would like to tell me about it?

5411 of the selections can be found on Adventures in Music, selected
by Gladys Tipton, RCA Victor LE100l, Grade 2. “

6Jos_ef Marais ‘and :Mifandas "The Bangalory Man," Decca‘ Record 88031-2.
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Annette (7): Two fairles were baking a cake..s

Rosann (21)s Ballerinas dancing...
Susan K. (5)s I saw a boy trying to catch a butterfly...

Lynn (22)s At the beginning I saw ballerinas, and at the end it
sounded like a wedding.

Manuel (18)s I saw a leprechaun dancing. It was nice.

Gary (4): Well, there was a ballerina dancing--and when there was
a big, loud noise, she fell--she did a split--and she had like a
broken leg--and they had to take her to the hospital.

Steven (1)s I got one. There was a butterfly COming to another
butterfly's house, and inviting him to dance.

Rita (12)s I saw a person dancing on a rope--and the person almost
fell.

Susan L. (14): First I saw ballerinas—-then in the second part I
saw leprechauns dancing.

Eddie (19)t Two hoys were trying to catch a leprechaun--and at
the end they were sad--when they were going home.

RoseMarie (11)s Well, in the soft part I saw a butterfly flyingee..
After “Bydlo,™ this discussion took places |

{The child. . n had heard this before, and had associatéd‘it with an
elephant walk (se. Chapter VI), and so many responded "Elephants.”)

Manuel (18)3 A giant crying.
- David (9): An ox crying.
Steven (1)t It sounds like an old butterfly--going slow.

Vincent (2)s Somebody was sort of sad---They were dragging something
into the water.

After "Departure,™ this discusslon was recordeds
(Many children sensed that this was about "Trains.")

Duane (17)s Mine was a car that was going real fast and it was
going to win. ,

Rita (12)t I was going someplace, and £he train had already started
and I had to run to get it. “

Rosann (21)t I was riding through the countryside on a horse. I
was on horse-back.




o TEE TR T AT T R

107

Kenneth (3): I got the idea of soldliers on horse-back-~and then | ]
they attacked them. 1

Vincent St. (20):s T was thinking of a castle with a gun--and some
guns on a ship.

Manuel (18)3 It sounds like it was the beginning of a big thing--
and a man was standing and blowing a bugle--and then a train 1is

coming.

Gary (4)s It sounds to me like there are these iwo boys--and a
leprechaun--and they are trylng to catch it--and they all fall
downs They all trip on a rock. ]

There seemed to be great variety in the images the children saw, but the
quplity of their subjects were similar, and very much in keeping with the
musical quality. Leprechauns were a popular theme, since they had been

discussed in connection with St. Patrick's Day. The leprechauns envisioned

after hearing "Fountain Dance” were dancing, out the ones Gary saw after
hearing "Departure™ were involved in a chase, Steven saw butterflies
during the first selection, and the image stayed with him during the
»Bydlo" music, when the butterfly became “old--and going slow."

The music was played again in the week that followed this session,
and the children were asked to write stories about their impressions.
Most of them built upon the ideas expressed above. At the next meeting
with the investigator, they acted out some of these stories, some working

with partners or in smali groups. Some excerpts from the observer-recorderst®

comments weres

‘o "Fountain Dance": Steven, Annette and Susan K. do Steven's
story about the butteirflles. All move gracefully, weaving in and
out. Susan goes high and low. &he relates to Steven. Later
Steven exi ts---comes back with running steps. They all hold
positions at the end--arms up. (Steven explained that first he
was a butterlyy then he was a boy who tried to catch them but

couldn't.)

Ta "Bydlo%: Manuel does a slow, heavy walk, hands over eyes.

Duane plays a bass drum in slow marching time with the music.

They repeat with no varlation of movement throughout music-- 1
but with decided quality. Manuel called this a "sad parade," ;

in which & giant was crying.
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The classroom teacher commented, "Manuel's '&ad parade' may stem
from his recent experience--the death of a grandfather whom he
dearly loved. The whole class was affected, also by Churchill's
funeral which brought back recollections of Kennedy's funeral. There
is unusual preoccupation with this in some of these children,”

To "Departure™s Lorraine is a train, making her arms go around
as wheels. Rita packs a bagy and then runs after Lorraine with
frenzied excitement. When Rita Ycaught¥ the train, sie paced her
movements in exact time with Lorraine's.

' Children's response to music is natural and real, and often involves

them deeply. During the playing of the records, many were observed to

be keeping time, swaying their bodies, often with eyes closed. The move-

ment interpretations anly externalized what many children instinctively
feel in the quality of music that they hear.

Texture

The sense of touch, as the kinesthetic sense, is an area of keen
sensitivity for young chlldren (gee Chapter III), As they grbn,older,
children learn to rely more upon seeing and hearing. But qualities per-
ceived through touch are related to later visual and auditory impressions.
They help to create the feeling of texture when it is experienced visually.
Stress was placed upon intensifying sensations of touch ard relating them
to other sense impressions in two sessions (Q 17, Q 1.

The investigator brought an assortment of materials for the children
to touch. These included a piece of satin, sandpaper, cotton, steel wool,
: feather, a sponge and a halr-curler with protruding prongs. Afier the
children had seen and touched them, the investigator gave one to each‘child
when his eyes were closed. |

Is I will put something into your hands for you to touch---and
you are to show us the way it makes you feeid. “

Nancy:t Do we have to know what it 1s?

Iz No, you don't have to know. The important thing is to get the
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feel of it., I think if you close your eyes you'll concentrate more
on the feeling it gives you. Ready? (Taking some things and placing
them in some of the children's hands.) Push your sleeves up, so that
] I can rub it against you----Don't show it to anybody. Feel it and see
‘ if you can move the way it makes you feel. The rest of us will guess
r when you have finished. RoseMarie?

RoseMariet Well, it feel sort of...(She does wiggling movements,) o

Garys I was thinking--like--it seemed it was so itchy--I thought
it would be sandpaper.

Other children demonstrated the smooth feeling of satin, the bounciness of
the sponge, and so forth. In most Instances the class was able to guess
what material the child had felt.
After each material had been explored, the investigator suggested
- that some -of the rhythm instruments be used to accompany the movement =
interpretations of texture. Thus, as another group of children had their
turns, they were allowed to select an instrument they would like theinvestigator -
to use to accompany their movement. The observer-recorders reporteds
Amnette (7) chose the gong to accompany her movement, which related |
to a small, black feather. She interpreted both the feeling it
gave her when she touched it, and the way it moved when it dropped
to the floor.

Rosann (21) did the feather, too, but she preferred to be accompanied
by a triangle. : ‘

George (15) did "sandpaper™ and he asked that rhythm sticks be
rubbed together making a scratchety-sound.

The children seemed naturally to be able to relate appropriate sounds to
the quality of textures that they felt. )

The investiqgtor played some familiar music for the children. They
were asked if the music suggested any of the qualities of texture they
had experienced previously. "The Fountain Dam::a"‘-6 was described as
"smooth®™ by the class, but one child felt that "It's smooth, but it
would go up and down--like it had bumps on it." "Ride of the Valkyrées"

evoked the following responses:

6Gladys Tipton, Adventures in Mugic for Grade 2, RCA Victor LEL0Ol.
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Manuel (18): Well, at the beginning when it goes-—~umm; like that?
It is sort of like a monster---and in back of him someone is tip-
toeing,

I: Those are quite different things, aren't they? And the music

has sharp contrasts. How would it feel if you could touch it? What ;

do you think? - , S
) ' g

Child: It felt rough.

Nancy (6): I thought it would be sharp.

Steven (1):s It felt like~--you know---sandpaper.

Rosann (21): It felt like bees stinging you.

The children were shown paintings and pencil designs that had been
made to convey different textures. Some were wall-papers, some had been

‘made by rubbing a pencil over metal grills, and so forth. ' It was*pointed’"'*'“*”*f

out that texture could be sensed even without touching theksurface.
The children were asked to bring in things from home that "have ]
different feelings when you touch them." They were to collect scraps '

and materials to use at the next session to make collage designs. Many

interesting things were brought, and the children discussed the texture |

of each. The materials were put together on the table, and children were
toid to select some to make a collage design. The exploration of the
textures selected was stressed, although the designs created did not express

8

a unified textural quality.  They worked with great interest and con-

7a scrap-book on “"Texture" made in a high school art class was used.

8Although it is felt that sensitivity to texture was enhanced by
this experience, there was no recognizable textural quallity in the collage
designs created by the children. The investigator did not focus attention
upon an approach to organization of the variety of pieces to achieve unity,
" balance, or contrast, as this was not the purpose of ihe session.
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centrationy cutting and pasting materials. When they had finished, they
showed what they had done to the rest of the class, and a few were inter-
preted in movement. Rosann picked Gary's design to interprets

Rosanns Can I do like---the whole thing?

I3 Whatever you want to do--do the whole #ing, or parts of it.
Or perhaps you want to tell me about it. Do what you like.

Rosannt I think it's kind of nice----because in some places it's
kind of bumpy--and in other places it*s like smooth---and here it's
roughe. ‘

Iz Yes, ..~ has many different kinds of things on there. Do you
want to show me how it makes you feel?

Roganns (moving low and then high) It ghes down low---and then it
pops up again. |

It Yes, this is sort of springy (a piece of sponge is on the collage)
But this ig----- | ‘

Childs wj.gle‘uc

Iz Wiggly? Maybe because it sort of gpreads out here. How did
you feel about this when you made ity Gary?

Garys Well, this sort of gave me the idea (pointing to part of
collage) I wasn't thinking of anything when I started-~I just made
a kind of row--and then put the things next to it that seemed to
go there.

Iz All right, I'm going to hold up differept collages, and I want
you to show me how they make you feel. Don t tell me this time-—-
just show me-———- How about this one? All right, now try this one

-w—--Very good. You really did much better when you showed me
than when you tried to tell me in words. '

Colox

The children had used colored scarfs in movement improvisations,
and had enjoyed this activity very much. Sometimes the scarfs were
used to signal entrances on parts of the music, sometimes they were used
to explore levels of high and low in movement. In the next éessicn (Q 19}
the children were asked to focus their attention on the golor of the

scarf they . re shown. Now the question that was asked was, "How does

Aruitoxt provided by Eic:

- ERIC
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the color make you feel?"™ and "What does the color suggest to you?"

Blues
David (9)s One is sky blue.

Childs Could be watera..

Gary (4)s %When you throw the gcarf in the air, it looks like the
sky is all over. |

Iz This blue does look like the sky. If you were using this light
blue scarf, what kind of movements would you have?

Rosann (21)s Smooth.
Black:
Childs Witches.

David (9)s -If someone was very naughty---and he started shooting
all those birds...

Manuel (18)s Dracula.
Kenneth (3)s It could be a magician.
Childs Lutricia.

Iz Oh, one of the Adams9 people---Yes, you could be someone very
mysterious like that. ‘ -

Child: A bact.

Reds
Nancy (6)s It makes me feel happy«
Eddie (19)s It makes me think of an apple. | o
*bhild: It makes me feel like a queen. R
Gary (4)z A leaf falling--a red leaf.

Steven (1)t Kind of sad--you know--for a fire?

I3 1Is that a quiet kind of sad--—or would there be some excitement
about it? |

Steven (1): Excitement.

Greensg

Ypefers to a television show about monsters.
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Child: Leaves.

David (9)s Grass.

Is» Yes, and how would that feel?

Childs Happy--~like springtime.
Corals |

Amette (7)s Like summer sky.
The scarfs were given out, generally to a child who reacted strongly to
the color when it was shown. The children were given a few minutes to
work by themselves with the scarfs, and they they showed what they

10 in which the piano conveyed moods of

had done to the class. A record
%Angry,” "Sad," "Funny,™ "Mysterious,™ and "Lively™ was used, but the — - ---——
composer's titles were not glven to the children. Before beginning their
movement improvisations with the colored scaxfs the children were allowed

to tell what kind of music they would like. The investigator then made

an appropriate selection. In commenting upon the subsequent movement

studies, the obkerver-recorders wrotes

Red?

Steven (1)8 Steven is becoming much less-reserved, more involved.
I really felt the intensity of his wfire-dance.®* The "fire" was
on him, and he was trying to put it out. He used the red scarf
to wrap himself up in it, and then did sharp arms and leg move-
ments as if trying to get out. (His choice of "sad™ music was
changed to "Angry" when the investigator realized the quality of
wyadness™ Steven meant,)

Whites

RoseMarie (11) visualizes an enviromment (maybe gnow?) as she
dances, communicates an awareness of scarf and whatever it means
to her through her facial expressions as well as movement.

Coralt

Annette (7) is thoroughly enjoying her happy softness--arms on
different levels as she swings the cor~l scarf--up and down mave-
ments as music changes in pitch.

Payvii:frieda Miller, Music for Rhvthms and Dance #4, Northport, L.I., 131
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" “colors that inspired them, the use of scarfs énh-ichAhelp—l“-'mﬂ"ﬂ-iepli" ,
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Blues

Rita (12) turns smoothly, and makes lovely low pivotss Some of
her mo;ements are done on the floor ‘(she envisions playing-at the
water,

Rita has developed a lyrical sensibility, a a delicacy of movement.

Blacks | o | o " S

David's (9) magician is explosive, violent, free sninging** ‘He feels
movement through his whole body, so much so that he is overactive
on slower parts (of the music.,

Yellows
Vincent St. (20) has a natural gense of the comic in his novements.
He throws his scarf up, imitating its movements as it- falls, Very
"elown-like™ quality. , o o

The childrenresponded intensely to this experzence. Whether it was the |

consciousness by focusing attention of the child on an outside object),
or simply their "readiness™ at this point in the series of sessions, is

difficult to say. The comments of the observer-recorders indicate the

) amount of involvement of each child as he interpreted his feelings about o

the coler in movement. |
Some of ‘these improvisations were repeated at the next session, with
a few of the children working as a group for each tolor. ,The investigator

wove together some of the ideas the children‘hadvpresented in their 1nitial

improvisations. She told the story of magiéiéns’(black sCarfﬁ)/ihé'céuid' o

stir up a mysterious brew. This led to their being able to cast a spell
on all of the coloxs, so that they could become alive and mnve. As each
spell was cast; a small group of children with a selected,leader inter~
preted that color. ‘The children enjoyed this activity immensely, and

would like to have repeated it at every subsequent seasion‘

Line

In the initial interview, the children had been shown two line draw-
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ings, one with curving lines, the other with zig~zag lines, and were

asked to tell or show how the lines made them feel. These same line
designs and others were shoﬁn at this later point in the series of
sessions. The children's response was much stronger. This is to be
expected, since they now had a good idea of what the investigator was
looking for. waever, the quality of their movements consistently re-
flected the quality in line they were shown. They also volunteered |
suggestions about instruments they preferred for accompaniment.

It was then suggested by the investigator that lihes can shou‘uaYS

of moving through space. A disduSsion of "space™ followeds

B I:’"yﬁéfuig‘Sﬁﬁcé-;-ﬁotfﬁufer“spabéb;-but“Space"anuEWkndu~tt?*'* —

Davidt Well, from here to the other side of the room, that's lots
of space. | -

Is Good. There's lots of space in between. Space is what is

all around youy and you can move in space in different ways. How

can you go through space?a

Garys It could be highs low or medium.

Iz Yes, that's space this way, up and down---What other way?

Child: You #ould go brizr- (demonstrating)a.. -

It You went sideways, didn't hé? And you could go——=

Nancys St;aight. |

Is Straight'forward, or éven backward in a straight lineg

Childs Or a zig-zag line.

Childs Or round and bumpy.

The c¢lass explored difféient ways of moving through space. They
discovered that the kind of line follouedﬁaffected their body-movement , B /}
and the feeling they had when they moved. A straight diagonal line across |
the room made them want to move quickly. A curved line sﬁggééted smooth

movements to them. They played a game in which one child walked a pattern

on the floor that corresponded to a numeral. Others in the claés guasséd
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what numeral was represented, and discussed 1f the way of moving seemed

to suit the line itself. Observer-recorders reporteds:

Susan K. (5) made an 8, using her body to lean in the direction of
the curves.

Nancy (6) did a 3, her arms helping to give the curves.

Annette (7) did a 7, moving backwards after a sharp turn.
The children then were asked to draw simple line designs that could be
used as floor patterns for movement. Some used ldeas that had already been |
tried. Many did designs that were too complex to work out as floor patterns.
The investigator decided that she would draw some for the children to try

at the next session. The following lines were thus drawn on transparent

plastic and were shown tﬁ the cléss;-

The class tried the rectangle as its first floor pattern, doing
prancing in four directions, with sharp turns at each corner. Showing the
line drawing to them, the investigator asked:

Is Look at the lines that go this way (pointing to vertical lines),
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and lock at those that go this way (pointing to horizontal lines).
Which one would be more exciting?

Childs That one (pointing to vertical line).

I3 And which would be quieter?

Child: That one (horizontal).

I3 Are we all agreed about that?

Classs Yes.

Daiids That one over there (vertical) that would go faster.

There seemed to be general agreement about the differences in quality
between vertical and horizontal lines. The investigator pointed out, after

the discussion, that the way actors and dancers move on the stage, the

floor patterns they make, help to tell the audience something about the

dance, or about the feelings of the character in a play.
‘The spiral was explored both as to a floor pattern and as a shape

taken by the body. Different spiral movements were done by the children,

some beginning with the "inside™ and going out, and some beginning "outside™

and going in.
The other lines-ware then shown, and the children were chosen to
work in small groupss using one of the designs (the acute angle, the

obtuse angle, the semi-circle, or the emall circle) as floor pattern. After

_each group had shown what they had done, the ihvestigator super-imposed

one design upon another, making interesting combination patterns. The

children then tried working out two patterns at a time. Observer-recorders

reporteds

Some boys ran the floor pattern of the acute angle, while one
remained stationary at the apex. Some girls, entering one at a
time, arranged themselves in the semi-circle. The boys then re-
peated their floor pattern, moving between the girls.

While three girls moved in a small circle, with slow smooth steps,
boys leapedy one at a time, in an obtuse-angled floor pattern out-
gide of their circle.
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More than two pattern st a time became too complicated for the children to

do, and the limited space made further exploration in movement impossible.
The children enjoyed seeing the different dasigﬁs created by combining the

line drawings in differént waysy however.
Shape
The discussion about the quality in lines led natuxally'to discussion
and exploratmon‘of shapes. The investigator explained the difference between

these iwo categories, using the word, *three-dimensional.* The children

were quick to recognize thé distinction between a flat circlg,‘ahd a

__sphere, which is “like the globe over there,™ as one child pointed out.

The ¢lass tried to see if they could nake,fheir bodies into different
shapes. Kindergarten blocks were used for inspiration. Some children bécame
very absorbed with seeing how aény different ways they could make their o
chosen shape with their bodies. Others, when allowed to use rhythm
ingtruments for accompaniment, got distracted by the rhythm and‘did little
about exploring ghape. Some of the 6bservar~recordars comments weret

Susan L. (14) is discovering th-t one triangle has two slanted sides,
“and one has a straight up and d.an side plus a slanted side. She

is comparing, also, two different sizes of right triangles, trying

to make her body into a small one, then a larger one. o ,

(Later) Susan L. has found ways to make other triangles with her

body. It's a delight to watch her discover the narrow, the wide,

the taé}, the short, the varied shapes---She's so pleased with

RoseMarie (11) had a gothic arch shape~~p1a¢ed it on a sheif, tipped
her feet Gutward on their sides, and made her arms and hands into a
perfect axch,.

Vincent (2) and Eddie (19) are doing rectangular floor patterns.
Their bodies show no shape. : .

Stephen (1) is attempting to reproduce the xound arch in rhyghu--
not with his body. ~ T

The boys generally seem more interested in the drims and sounds
than in visual shapes. :

Al Eeb st & o i



Another way to explore shape was to play the game of *statues."
Many of the children were familiar wich this game, in which one child
swings the others around, and they have to hold the positions in which
they land. The investigator added on to this game, making it an exploration
of movement growing out of the wgtatue™ position. Each child had a turn
to move from the starting position, letting the movement grow organically,
and then to return to the held nstatue™ again. Most of the children did
this quite well, and some very interesting movements resulted.

David (9) landed in a squat position, did a turning walk remaining
in the squat.

Manuel (18) was in a position for push-ups. He did several and
returned to original position.

RoseMarie (11) rising from a sitting position, stretches and spirals
down to original position.

Susan K. (5) rises on one knee, lifts arms, and then returns.

The observer-recorders drew stick figures to illustrate the positions of
each "étatue.“‘ Many of them were unique, and the resultant movements
were ones that the children might never have thought of otherwise. The
“flung™ position, resulting from being spun, gave rise to some inventive
movements.

Following these explorations of shape, the children were shown pictures
of sculpture on an opaque projector. One book11 used contained plates
that were mainly of abstract forms. Verbal responses were imaginative,
and there was keen interest in the plates shown. Children were asked to
select one piece of sculpture they might like to interpret in movement

after the viewing. Another book12 in which famous figures by Rodin, Degas,

a0, The Museun of Modern Art, New York, Doubleday, 1958.
12
Jean Selz, Modern Sg¢ s Origins and Evolution, New York, George

Braziller s 1963¢
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and others were represented,was also shown.. Since it is not possible to

report all of the various asgociations made to each plate shown, only a
few will be reportec herey with their subsequent movement studies described.
Atter showing Arp's "Venus of Meudonf“3 this discussion took places
RoseMarie (11): That looks the wcy Carvel comes out.
Sheree (13): It looks like a dried-up cactus plant.
Kenueth (3)s A sail...
Childs A candlé«se.
Gary (4)s Like a banana when you squash it out of the skin. There's
alot at the bottom and there®s a little on the top, and you're trying
to push the pressure up.
It Yesy as if a pressure is forcing it up, like when you squeeze a
banana. How do you think it would make you feel, 1f you were tc put
yourself in that shape. Rosann?
Rosann (21): Squiggly.
David (9): Like a seal.

I3 Smboth, curvy lines--like a seal. Susan L, would like to try
it later. All right.

-Gusan L. (14) later did a movement:ishélgushes up from a squat pesition,
reaches high, turns, and then returns.)

After showing Arp's'"?tolemyé“l5 the children commenteds
Sheree (13)s Like a pretzel.--.
Annette (7)s There's a snake's head over there.
Vincent (2)s Like an eight...

Gary (4)s Sideways, it looks like a mask.

Is Think about it-—-if you could touch it, and feel those curves,
how would it make you feel? RoseMarle is doing it---Vincent seems
to have a good feeling for it. We'll let him try it later.

1350e Appendix F for reproduction of these plates,

tl4AlI movement described in parenthesis is taken from observer-recorders'
report.

1
%ee Appendix F for reproduction of these plates.




121

(Vincent (2) later did these movemente: He.draws eights in the
air - "in various directions and levels. He doegnot take the shape

with his body.)

oW
After showing Rodin's *Woman in Marble,"'® this discussion was recordeds

Childs Is that a woman?
’ . .

It Yes, and perhaps when we go into the otherj room you can show

me how she is sitting. D¢ you know what is so interesting to me
about this piece of sculpture? It ls made out of stone, and the
original shape of the stone is still there. It is just as if Rodin,
who is the artist wiio made it, took the stone, and just let the woman
come right out of the stone. It's as if she were hidden there, and

his tools just found her.
Childs It lcoks like rough rock at the bottom.
Child: The top is smooth like skin.

RoseMarie (11)s When I get into the bathtub and wash my sister's
back, it looks like that.

It RoseMarie made a good observation. If you look at her back,
you can feel the muscles and bones underneath the skin. Perhaps
you'd like to try this one later, RoseMarie?

(In RoseMarie's (11) movement studys She capture8 the smoothness
and softness in a simple, natural stretching gesture. Very nice
quality).

i

After showing Rodin's "The CathedraL"17 this discussion followed:

I+ Look. Very beautiful hands. If you were to hold your hands
in this position, can you feel the way the artist felt about them?
(Many try it.)

Annette (7)s Swaying and soft...

(Amnette (7) did this in movement lateri. Beginning with the hand
position, sne opens and closes slowly, then carries movement to
the rest of her body, keeping feeling of repose.)

The childran were given clay to work with, and directed to ™see what

kinds of shapes it makes. Play with the clay until youn see something
interesting, and then work to make that shape more clear. It doesn't

have to look Like something in particular, but it can if it seems to go

16¢qe Appendix F for reproductions of these plates.

17 Ib. !‘“

¢
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that way."

The children worked with absorpticn, and little conversaticn. Some
finished sooner than others, some started over again. With the help of the
‘art consultant for this study, some of the clay sculpture was selected
to be photographedy and these appear in Appendix G.

The classroom teacher, who, as always, has acted as one of the ob-
server-recorders for this session, was interested in the use of language
demonstrated by the children in this session. She decided to follow up
witha vocabulary lesson later in the week. Children were asked to think
of words that describe shapey whil.: the classroom teacher wrote their
suggestions on the chalk board« Then she asked for words describing

mood. Both lists we.e quite extensive:

Shapes Moods
square | happy nervous
round-sphere - sad scared
bumpy mad hungry
triangle glad discontented
flat circle terrible uncomfortable
pointed sleepy awful
rectangular funny phony
deep angry ashamed
hollow disgusted crying
straight thoughtful relaxed
crooked stern peaceful
slanted crazy laky
smooth stupid contrary
rough quiet
zig-zag noisy -
wrinkly good

loud

soft

Some discussion followed as to qualities of shape and moods they
might evoke.

That there were concomitant learnings takiing place in relation to
this study has been evident. Some of the by-products and gide-effects
will be further discussed in the final chapter.

This chapter has dealt with the quality inherent in sensory per-




ception, and methods were Jescribed for the exploration of sounds of

language, tones of music, terture, colory line and shape. This exploration

went on for a large part of the term in which the investigator wcrked

with the class. The eleventh through the twenty-fourth sessions were

described, in party in this chapter.

3
Other components of art-form were dealt with in .any of these

sessions, and these will be jiscussed in “he chapters which follow.

:
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CHAPTER VIII

DOMINANCF

An important aspect of all art expression concerns the heightening
effect producéﬂ when one part is emphasized. Awareness of the need for
*dominance™ was stressed at vaziou§ pgints th;gughout the sessions witl:
the children. Often when a child did a moveme&€~g;;;ovisation, he was
told that it could be improved if he "made one part bigger™ or if he
*l1ot the movement grow." In playing rhythm instruments, heightened
effects had been created with the cymbal, or instruments were often
added to a rhythm on the drum to build the dynamics of the orchestration.

Several sessions (D 25 through D 28) were especially devoted to
concentration upon this idea. Rhythm instruments, music, dramatic

pantomime and movement were used to illustrate the ways in which

dominance can add to the effectiveness of each expression.

Accent and Crescendo with Rhy:» Ingtruments

From the very first session, when children had responded in
movement to the rhythm of their names, the class had been able to
recognize a stronger beat, and had done a corresponding stronger move-
ment when they heard it. This kind of activity had been repeated at
various times throughout the sessions, but the word, “accent,” had
not been used. The investigator had said, "Let's make the movement
stronger on the heavy beat," and the children had responded well to
these directions. At the point where dominance was stressed in a
series in a series of sessions (D 25 - D 28), a new word was introduceds
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It Today we 7-e going to find out about accents.

Vincent St.s Ital;an accents?

It Not those kinds of accents...We'll walk in a circle and when
I play » strong.beat on my drum...That's an accent. (Plays drum
-=e/—-/---/). Yes, you can jump for the accent. You can hop.
You can take a bigger step the way Nancy is doing«

Vincent, you play the cymbal on the accent, while I continue |
playing my drum. Everyone else, stay in one place this time, and {
do a strong movement when you hear the cymbal...that will be the
accent. Here we go...(Plays /--/--/--Vincent plays cymbal well
on strong beat.) Do you/gow how many we were playing that time?

- Ch&lds Three,

It A strong one and two lighter ones. The sirong one is the accent.
What do we call this?

Childs Waltz.

Is Try different ways to make the accent. It could be in your *
armsg it could be a kick like Kenneth was doing. Go.

Later the children did leaps on the accent, moving across the room
one at a time. Each child had a chance to play the cymbals on the leap
of the next child who followed him.

Each child was then given a rhythm instrument, and they were arranged

in sections, with children holding the same kind of instrument being

seated together. A rhythm ;as played first by the drum section, and
a variation of that rhythm was picked up by different instruments, coming
in one at a time at a signal from the investigator. After a while, a
child was allowed to begin the rhythm, and to orchestrate it by telling
the other instruments when to come ins

Ir Rosann, would you like to start one? We®ll let Rosann start

and then we'll come in, one instrument at a time, so that it

swells and gets bigger----Then we'll let it die away again, as
one at a time drops out---Rosanny go»

Rosannt (playing drum) J J n j
(Some start to join her, playing on different beats.)

It Just a minute. Kenneth's idea is a good one. Instead of coming
in on the fast beats, he's doubling them, making them twice as fast.
Listen,..




Kenneths (Plaving block) J 1 JHI J

Childs I can't do it.

It Watch Kenneth. He'll be the leader of the block section. Cymbals,
when will you come in--George and Manuel?

Manuel: At the begiﬁning.

It Good. Let's go. Rosann, start.

(Drums playr J 4 I} d

Blocks play? o4

Cymbals plays *'. -‘ . )
When I signal, you drop outy so that oniy Rosann is left at the end.

The way in which the rhythm built as other tnstrumenté were addea was
stressed. -

Some children were chosen %o move to tiue rhythms. Each child was
to relate to cne of the instruments beiné ~tiyed« The children entered
one at a time as their instrument began to pla;. and thus';, the resultant

movement study grew in intensity as new members were added.

e

Accent and C n i .

At the next session, records were played which illustrated ways in
which musicians used accent and crescendo, just as the children had used
them with rhythm instruments. A recordl of African drumg was very similar
to some of the children's own rhythmic explorations of the previous session.
The children responded strongly in moving to this record. One child was
selected to begin the movement, as a single drum on the record began to
play. As the music grew in intensity, more children were chosen to join
in the dancing. Others sat in a circle, bouncing or clapping to keep -

fime. As the music died away, the children sat down, leaving a single

Iprums of the Yoruba of Nigeria, Ethnlc Folkways Library FE 444l.




dancer at the end.

But it i; not only drum muszic that bﬁilds in intensity, and the next
record played was Ravel's "Bolero*’.“'2 The investigator asked the ¢lass to
listen as the reccrd played, and to tell how it became more exciting. A

disdﬁssioﬂ%?%lloued the playing of the records

Is All right, who can answer the question, “Why was it more exciting
at the end than it was at the beginning?® There are lots of reasons.
See 1f you can tell me two or three of them. Resann?

Rosanns Because there are more instruméﬁts playing.

Childs The whole orchestra...

Garys Well, the first one was playing--then it got more and more
music.

I+ Yes, it got more and more, but it did something else, too.
Childs More rhythm?

Childs More interesting. .

Childs Louder, . .

Is Yes, it got louder, and I don't know if you noticed, but it got
fagter, too. Listen again to the end part. (P1ays record.)

Later in the discussiocn, it was pointed out that things can be made
bigger in many ways, and that artists do this, as well as musicians, in
order to make things more exciting. The children were reminded of the

painting, “Starry Night,™ in which the stars were exaggerated to show the

way the artist felt about them.

Abstraciing a Pantomime

From time to time, the children had done pantomihe to act out words,
or poems and stories. In the initial interview they had been asked to

do something that they, or their mothers or fathers, did every day.

» 2Rave1—Bglgrg. Angel Records, New York, Electric and Music Industry.
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Then the investigator had asked them, ™What was the most important part
about what you did?"™ This idea was developed further ir the next session

dealing with dominance.

It Take something that you do every day---like brushing your teeth
———and first I want you to do it exactly the way you would if
vou had a toothbrush in your hand. Then I'm going to ask you to
think about what was the most important movement that you have
done...And I'11 ask you to do it again, making the most important
movement bigger. The second time you may leave out the unimportant
details---and just do the important things. You might give it a
rhythmic pattern, tno---and see what happens. Who is ready?
RoseMarie?

(RoseMarie (11) does pantomime of making a bed.)

It Can you guess what she did?

Childs Making a bed.,,

It Yes, vou could tell that easily..«Could yoy see the bed there?
I'm not sure; because at one point she walked right through the
middle of it. ({Laughter)

RoseMaries No, the bed was this way..(marking it out on the floor)
Ir What was the most important movement?

RoseMariet Tucking in (demonstrates). ..

It How about when you shook up the covers?

Child:s Yes,.,

It Let's see if you can do just those two movements---and give
them a rhythmic pattern---and make them bigger...You can do it

in different directions—-or én different levels...You don't

have to have the bed there this time. See if you can make a dance
out of the things you do making a bed...

(RosEMarie's’movements are graceful and rhythmic, although at some
points they seemed posedq

Other children took their turns, doing some daily activity, first

as they would actually perform it, and then abstracting its important

elements., The cbserverwrecorders reporteds

Lynn (22) writes on the blackboard with great precision. Her
second improvisation differs little from the first.

Nancy (6) washed her hands and face, very accurately turning
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faucets, and taking rsrowp-.ini first pantomime. She “does the
most important things" well, too, exaggerating face-washing
movements and turning of faucets, and giving a rhythmic beat
to everything she does.

Vincent (2) rides a bicycle with limited movements at first. On
second time he makes his arms represent wheels of bicycle.

Gary (4) does movements on the floor, as in playing a game.

He uses exaggerated facial pxpressions. In his second attempt

he really works for laughs ' from his audience. He is reminded

to concentrate on what he is doing.

The class did a group pantomime, doing:the different activities they
would be doing on the playground. Some boys were shooting baskets, some
were having a cacch. with an imaginary ball, some were playing kick-ball.
The girls played hop-scotchs or "whirly—twirly? (jdmping over a toy
attached to the foots)e Later they tried the same activities to nusic,3
and the investigator gave them areas to work in, and places in the mueic

for different groups to enter. This resulted in an effective group dance

about playground activity.

Dominance, as a component of a work of arty is not achieved only
through enlargement and abstraction. Sometimes it involves a struggle
between two themes, or an inter-play of forces.

Reacting to force in movement is an 1htegra1 part of dance technique.
We think of body contractions as the effect of a force that pulls in, all
elevation is a pull against the force of gravity, and so forth. Although
there was little emphasis upon the technical aspects of movement in
these sessions, the children did have some experience with exercises

that related to forge in their warm-up at the beginning of some sessions.

3prieda Miller, “Skipping,™ from Music for Rhvthms and Dance #4,
Northport, L. I., 131 Bayview Avenue.
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The children learned that they coul& jump higher i¥ they pushed
against the ground with their toes. They learned to do oppositional
sketches, when the top part of the torse pulls away from the direction
that the hips and lower portions of the body are pushing toward. They
were made aware of the forces that their muscles had to react to in
these movements.

Occasionally they had worked in pairs, relating to the force of
their partner's movement. In doing floor sketcheé, the children had

played a game of ™Rowy row, row your boaty™ sitting opposite each other

with feet outstretched. As one member of the couple stretched forward,
the partner had to reach back, and then positions were reversed.
Oppositional stretches in standing positions were dore with partners,
too. The children learned to relate to their partner's movements,
and to stretch in the opposite way, changing directions as thelr partners
changed.

One session (D 28) was devoted to an expansion of these concepts.
The children had been discussing simple machines in their ecience lessons
that week. The investigator made use of ideas about simple machines to
explore the relationship of forces in movement.

I+ Were you talking about ™simple machines®in your classroom today?
Who would like to tell me about it?

Stevens Well, we found out that--say--someone 1s carrying a carton
--—and they---there's another kind of a thing and all you have to
do is wheel it.

It Yes, wheels help men do work. What else?

_ Garys They have pulleys, There are two little wheels that turn up
o at the top, and they attach a string to them, and that made a little
airplane go from one side to the other.

| Is 'Yes, when you pull. Can you think of a pulley that you see every
N Qay? There®s one in this room.

(’ thldz Right there? (pointing to window blind) When you pull the
-y rope down the blinds go up.
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David:s Sometimes they use egg-beaters...And the two little gears,
they react to the big one--and that cracks the egg open.

It Good. In all these simple nachines, a force is created and
that makes something else happen., If a lever is pushed down, some-
thing else goes up. David says that the little wheels in the egg-
beater react to the big wheel when you turn it.

Now this is what I want you to do. I want you to pick a partner,
and decide which of these simple machines you would like to act out.
I want you to show me how the force created by one of you affects the
other one. I want to see how the two people relate to each other.
Without touching each other, I really want to see a force acting
between you.

Many of the resultant movement studies were very interesting, as the observer-
recorders reporteds

Gary (4) worked a pulley, while George {15) was something very

heavy (he told the ¢lass he was a "safe") at the end of the

imaginary rope.

Lynn (22) and Susan (5) were on a see-eaw, demonstrating lever+
action. ‘

Steven (1) and Kenneth (3) demonstrated a wheel-barrow, but in
their first attempt there was little relationship between the
two boys, and the class could not guess what they were. They
repeated their movements, this time with better relationship.
RoseMarie (11) and Rose {°10) were screws. Later they tried it
again, with one being the screw and the other doing the movement
of screwing something into wood.
Although the children were made aware of forces by this activity, nothing
was done to relate this concept to the forces at play in works of art.
Although the children responded to experiences involving dominance,

it seemed to be a difficult concept for them to grasp, or to apply in

their own movement studies.




CHAPTER IX
PATTERN

There is an over-all framework which relates various componentis
of a work of art to each other. Dominance could not exist unless it
existed in relationship to less dominant factorss The form or pattern
in which all of the components function is what gives unity and whole-
ness to the work. Poetry has its structural patterns, as in a sonnet}
music has its recognhized structural forms of fugue or sonata. In less
formal works, there still exists some kind of patterning of relationships.
An attempt to make the children aware of pattern was made in many
of the sessions. The suggestion was made by the investigator to have
a “pbeginning, a middle, and an ending™ to their movement improvisations.
Children were instructed to ™freeze® at the end, that is, to hold the
final position, which is ™like putting a period at the end of a sentence,.”
They were asked to vary their movements, using one to begin, letting
another one develop, perhaps returning to the first one at the end. The
organization of ideas into meaningful sequence did not come naturally to
them. Pattern was rarely seen in their improvisations, although they

did learn to have a definite beginning and ending for what they-did.

Pattern in P and Stor

* Although the children did not organize their ideas in théir own
movement improvisations, they were able to relate to the structure within

poems that they interpreted. The jnvestigator helped toc arrange groups

of children in such a way that they were made more aware of the structural
132




patterns they were following.

In the poem, ™Autumn Leaves," discussed in Chapter VII, groups of
children were chosen to do various parts of the poeﬁ, and the investigator
assigned entrances and exists for the different groups. Thus, although
the movements remained the children's own, and were not “set,™ to some
extent the poem was mchoreographed™ for entrance and exit cues and for
spatial pattern.

The children enjoyed acting out,the poem in which‘some pattern had -
been established, and the investigator felt that further experience uith
this sense of sequence wa3 important for the class. At the next session,
(Q 16), therefore, she planned to have the children enact several poems
related to a central ideay that of the four seasons. A poem had been
selected describing the activities of each of the seasonsy and after some
discussion, the class was divided into four groups each to interpret the

activities of one of the §6a50Ns8.

The poems were read, and children were assigned roles to playy positions

" i{n the room to take, and entrance and exit cues. The movements they did
remained freely improvised. Many suggestions of the children were in-
corporated into the over-all plant

I3+ After the leaves are piled up--what happens to them?
Childs You jump in them.

Iz What else? What does father do?

Childs Makes a firee..

Iz Yes, and you can be the fire. It doesn't start out big, does
$t? First some flames shoot up, then others.

Rosann: Maybe the red could go up first, then the yellow then
the brown--like we did with the falling leaves.

One child was chosen to play the part of a little girl who goes

from season to seasony enjoying all of the activities.
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RogeMarie (11) did this part very well, adding to the script in
her own way at times. As she joined the ™autumn group®™ she said, "Let's
play in the leaves." As she moved into the ®spring™ area, she said,
®Isn't this a pretty garden?"

Although the c¢hildren conformed to patterns established by the
investigator, this did not in any way seem to inhibit their own free
expression of ideas, either verbally or in movement. The "setting™ of
sequencé brought about an awareness of form which the children seemed to
enjoye | | .

\ Pattern was introducéd into seve:al of thé other sessions, as well;
‘When the children had explored the quality of colors (se¢ Chapter VII),
the investigator had used methods similar to those described previously,
to tie together some of the children's ideas. A story about ﬁagicians
who could make the colors "come alive™ was introduceds and the children
were assigned roles to play, positions to take, and entrance and exit

- BUeSa

The activities of the playground which were abstracted from pantomime

~ in session D 27 (see Chapter VIII) also provided an opportunity for pattern

to be experienced. The children seemed to get a feeling of accomplishment
from these activities. With the help of the investigator, their free

improvisations in movement had been put into a more finished form.
a n Ox¢ a and Mu{

Several sessions have already been described in which patterns were
established for the children's percussion orchestra. In the very first
session (R 1), the éhildren had discussed how an orchestra functions;
They knew that all the instruments do not play the same thing, although

they kept together, and keep in time by watching the conductor.
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Whenever rhythm instruments were used, stress was placed upon
the patterning of the various rhythms and their relationship to each
other. Often an over-all pattern was established, where one instrument
began playing, others joined in, and various groups played at different
times (see Chapter VIII). This kind of organizing became an accepted
procedure for rhythm band activity. If the invest’gator did not assign
entrance and exit cues for the children playing the various instruments,
they often asked for them. They learned, also to "orchestrate™ a rhythm
that thev created by gssigning different instruments to different parts.
Some of the sessions dealing with response to music also involved
patterning. ° Fritz Kreisler's “Caprice Viennois™® had been analyzed (R 5,
see‘Chaptei VI), and children had been assigned places in the music for
entrances and exits, They had recognized two basic themes, which they
identified as “swaying music™ and ™running music.” The relationship of
the two themes in the over-all pattern of the music became clear to the
children, as different groups enteres with the emergence of each theme.
Again, it might be noted that the introduction of structure and organization

seemed to increase the children's enjoyment of the activity.

Pattern in Space

In the sessions devoted to exploration of the quality of line and
shape (Q 21 tn Q 24), an attempt had been made to give the children a
sense of patterns existing in space (see discussion in Chapter VII).

As this session continued, the children explored various ways to move
through space,y establishing patterns on the floor for their movements to
follows it was explained that dancers called this "floor patterns™

In the session following (Q 22), designs drawn by the investigator

were used as floow-patterns for movement. The way in which two lines
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could be related to each other was explored. As one group of children

moved in a small circle, another group made an obiuse—angkxifloor pattern

outside of the circle (see Chapter VII). Thus, some sense of the over-all

pattern existing in space, created by the lines of the floor pattern, was

experienced.

In the sessions following this one, the children were reminded, from
time to time, that the patterns they made in space could contribute to
their improvisations. They did not show any awareness of spatial pattern,
however, when focusing upon any other problem. Composition, in the sense
of ordering of sequence or of spatial arrangement, seemed to be beyond

their ability to control consciously. A few children showed an instinctive

sense of order in some improvisations, and when this occurred the investigator
took the opportunity to point out the patterns that were evidenced.

Some sense of pattern in space was experienced through the game of

*statues”™ when quality of shape was the main focus (see Chapter VII, Q

24). As the children moved from the positions they were "flung" into,
they were to let their movement develop from the initial position, to

explore it in space, and then return to the initial position again. The

shape of their bodies was to control the movements that evolved. Most
of the children did this quite well, When they looked at scul&ture~in
the next session, they were aware, primarily, of the outer shape, of

the basic spatial pattern, of what they saw.

Theme and Varjation

" A structural means that is used as a pattern for many modes of
expression is theme and variation. Two sessions (P 29 and P 30) were
“ devoted exclusively to exploring the various applications of this form.

Without the use of the terminology,s the children had explored ways
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to vary movements from the very first sessions. One of the "warm-up"
exercises was to stretch out from a closed position, and then to close

in again. The children had tried different ways to “close™ and to “open.™
When doing swinging movements, the children had found various ways to
swing. Robert Louis Stevenson's poem, "The Swing," had been "acted out”
using different kinds of swinging movements for each stanza. Various

ways to hop was the subject for exploration, when the class did jigs on
St. Patrick's Day. In interpreting some of the music played, the children

had explored different ways to skip.

The children were reminded of these experiences as they began to

discuss theme and varilations

I3 I very often say to you, ' How many different ways can you do
547" don't I? Sometimes when we are doing swinging movements, I
say, *How many different ways can you swing? Did you ever hear
of the words “vary" or “variety"?

Childs VYes, variety.
Davids Variety in music, I heard of that.

Is Yes, David, there are variations in music. We're going to
talk about that in a little while. There's variety in different
kinds of food--you can have different varieties of cerealsy let's
gsay. Isn't that right?

Child: Pictures.--
Lorraines Haircuts.. .
Susant Clothing...

It Yes, and in all of them, one thing is the same. You may have:
different kinds of haircuts; but 1t is still a haircut. When you
gkip different ways, it must still be a skip. If you were doing

a swing, and I asked you to do it different ways--you could use

your arms, Or your head, or you could do it with a leg. You could
go forward and back--or side to side--You could use different levels.
But what would it always be?
“
Childs The same thing.

I+ What is that?
Childs A swing.
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I+ Yes, and so the swing is the ™theme™ and the different ways you
do it are the “variations." Can you remember that?

The children then learned a new movement, a lunge. This became the
theme to be varied, as they tried doing it in different directions, with
different arm movements, and so forth.

Later in the same session the children made collage design, using

“Craft '1'5.:-:sué'l of different shades of the same colors. Each cﬂild first
drew his own pattern on a small piece (4"x4") of oaktag. This became
the "theme” to be traced on the colored paper. When the children had
cut out the pattern, traced ity and cut out the colored reproductions
they had made, they mounted their collage on large drawing papery making
their own arrangements. They discussed how "variations™ could be madey
using different shades of a golor, and different arrangementis in their
design. Some examples of these collage have been reproduced in Appendix
He

The children were then introduced to theme and variation in music.
Before listening to a piano selection? played by the classroom teacher,
the children talked about what they would be listening forsx

Iy Miss G. is-going to play plano for us today, and she's going
to play some music that has...

Childs Rhythm?
Susans Variations?

It That's right, Susan--that has variations--that has a theme and
variations.

Davids You mean the variations that you were talking about--like
the notes are changing?

1The paper used was wCraft Tissue,"™ made by the Cyrstal Tissue COey
Middletown, Ohio. Any thin colored tissue might have been used.

2John Thompson, ™fariations on the Theme 'Three Blind Mice® "
‘ janp, Cincinnati, Ohio, Willis Music Co.
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Iz That's right. But there is one melody that is there all of the
time. It changes in different ways but you can still recognize it.
That is the theme. Who can tell me what a theme is? What was the
theme, let's sayy in the designs you made last time? .
Nancys The shapeese |

I+ The shape you started with, Remember you cut something out of -

cardboard first? I called it a pattern, but we would have said it
was the-——-

Childs Theme...

It And all the ways you arranged the theme, all the colors you used,

all of those are variations on the theme., Now musicians who write

music very often do the same thing, and we are going to listen to that

today. We are going to hear variations on a theme in music.

4he classroom teacher played the selection through one time, as the
class listened. They were quick teo recognize the theme, a smy that they all
knew about ®Three Blind Mice.™ They sang it together as Miss G.‘played it
on the piano. Then she played one variation at a time, as the children
tried to identify what made 1t sound different. Some of the children's

comments weres

Nancys On the last oney the music was---like mixed up« It played
different notes in between.

Susant Some sounded happy and some sounded sad, (One variation is
in a minor key.) :

Garys That one is llke some one dies---1ike the mice died.

The children listened to records of music with theme and variation,
They tried doing different kinds of skips to Mendelssohn's Italian Symphony,
First Movement. They liked Hayden's Surprise Symphonys Second Movement,
and identified the theme as ™something like'Twinkle Twinkle Little Starl"”
They sang the melody, and counted how many variations they could hear as
the record was played again.

The investigator taught a song to the c¢lass in which a theme was

maintained by the whole group as one child at a time improvised a variation

of it.
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The children thus had a variety of experiences with theme and
\rariati.om3 Whether they clearly understood the relationship as it
exists in different modes of expression cannot be positively ascertained.
David's definition of variation given at the end of the second session
seems to indicate some degree of understanding. He said that it is "a

change in the thing that you started with.™*

3”Theme and variation" is used in this chapter as a type of pattern.
In the next chapter, theme has a broader connotation.




CHAPTER X
THEME

In the discussion of the selected components of the arts to be con-
sidered in this study, theme, that is, what the work of art is about,
was the first to be mentioneds To some extenty, an art expression, to be
successful, must communicate something in its own special way. What it
conveys, it has been stated, is “the essence of its subject."” The artist
may begin with that subject, and use forms and structural elements to
communicate it. But often the essential qualities evolve as tle work
progresses, and the subject or content emerges from the foms.

Because theme, or the idea of a work of art, is generally all that
children are made aware of, it has not been the main focus of attention
in this study. Emphasis has been on developing an awareness of structural
elements as they appear in various arts, and the “theme™ or "story™ has
been an incidental consideration. It emerged in movement improvisations

and in discussions as an outgrowth of exploration of other components.
Emergent Themes

From the very first sessions, children had been asked to identify
. the feelings evoked by different types of movements, Seated on the floor,
they were asked to contract (*Pull in toward your middle"), and then to
describe the feeling they gois
It What kind of a feeling does it give you inside?
Childs A funny feeling . ..

Nancys Stiff _.
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Sherees As if someone cut me right down the middle, ..

Child: If makes me feel like I'm cold,

All the children agreed that they felt better when stretched cut. They
tried ™closing® and "opening™ movements while walking in a circle. When
ésked,-"How would you walk if you were feeling happy, and it was a nice
sun-shiny day?*™ all responded with open, free walking or skipping movement S

Is Yes, you'd be opened up widel And some of you might skip. But

hnow you are coming to a dark forest--and you are afraid..But you

want to see what's there because you are very curious. So you

sneak up---let's see you do it---You are a little bit afraid, but

you want to see what is there.

This is interesting. Stop and look around, everybody. What do
you notice about the way everyone is standing?
| Roses They are in all different directions »

Susans They are all closed in «
The theme, or content for the movement improvisation was given here to
establish the relationship between the idea and the type of movement. The
investigator continued to introduce images, €«g. a proud prince, an old man,
and eo forth to stimulate the children to move with various qualitles. Then
the situation was presented in reverse. The children were asked to start
with the movement. When doing a bouncy walk, they were asked, "How does it
make you feel?™ Some responses weres

Garys Like a rag dolleee

Duanes Like a clown in the clrcusee.

Nancy: Happye
Time was not taken in this session to develop these ideas, but the relation-
ship between emotlons and di}ferent kinds of movement was explored in two
later sessions whlch are described later in this chapter.

When the‘éhildren explored the quality in sounds, thematic material

emerged from their movement improvisations. Making sounds as they moved

(Q 11, see Chapter VII), many associated the sound and movement with an
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idea. Some did individual movement studies about the wind, or about ocean

waves, or about cars and tractors. Manuel's enactment of a scene at a fire
was, perhaps, the most fully-developed dramatic theme to emerge.

In the sessions dealing with poetry (R 94 R 10, Q 11, Q 12), the poem
{tself became the theme for movement improvisation. Although the emphasis
had been upon the'éhythm (see Chapter VI) or the quality of the sounds (see
Chapter VII), the subject of the; poem often became dominant. Thls was
especially true when the children chose poems for individual or small groupt
interpretation. %0ld King Coia™ became an enlarged story, with a comic, fat
king, and guards who refused to bring the king his pipe and bowl. The
poein about the squirrellmms introduced for its onomatopoetic quality, but
the children became more involved with the activities described in the poem
than with other factors. Thelr comments, after'watching some of the children

act it out, weres

Garys I liked RoseMarie, the way she climbed up--~and I liked
Susan, the way she twirled down.

Duanet I liked Susan, the way she made a tail ¥ag tall as a feather"™
and she like this (kicking up one leg)

Stevent I liked it at the end--when something fell out of the
shell and Susan went down for it.

Rosamnt I liked how Shexee caught it when it fell from the tree,
and the way Lynn went around.

It is natural for the children's attentlon to become focused upon the
subject-matter of the poem. This was not discouraged, although the in-
vestigator pointed out where the child had kept the rhythm, or where the
quality of the sounds miéht have helped to create the image of the acfion.
Sometimes the tendency to concentrate on the suggested jdea obliterated

the initial focus for explaration. Wher this occurred, the investigatox

fats e

e

: R - ff;iséf:;?;"“?"lf‘-ff."?t‘*T*“*»‘f‘
lAuthor Unknown, “The Squirrel," in L ‘s R Tg P y €de

Helen A, Bown and Harry J. Helzman, New York, Row, Petersony 1949, p. 85.




Bl s el

144

pointed out the discrepancy, Gary interpreted a plece of Arp sculpture2

as "looking like a penguin.” When he did his movement study, he inter-
preted a penguin but the initial inspiration seemed to have been forgotten.

I3 Yes, Gary gave us a good movement study of a penguin. How
many people think it was like this? (pointing to picture of
sculpture)

Classt (Seme say "yes™ and some say “'no")

It He took the idea of a penguin, which the statue suggested to
him, and he did a movement study about a penguin. But he forgot
about the statue he started with...which was not sharp and jerky,

but what?

Classs Smooth. . .

It Yes. It was a nice study of a penguincthough, Gary.

Sometimes the associative responses elicited from a particular

. stimu1us were not only encourageds but were developed further. When

[ the children discussed ideas suggested by music that they iiad listened
; to (Q 14, see Chapter VII), they were asked to write stories based upon
| these ideas. Some interesting creative uriting“resulted. In most

instances, the response to the quality of the mﬁsic was evidenced in the

writing:
Vincent (2) writing about "Bydlo'":3

It's like an elephant
is dragged

down the rlver.
Then he gets up and marches,

I like it,
Then he walks proudly
E and the hunters shoot him
) _ and throw him in the river.
» They miss him and he gets away.

2A;h, "Owl's Dream,™ The Museum of Modern Art, New York, Doubleday,
1958, Pe 87.

. 3wpydlo™ from Pigtures at an Exhibition, by Moussorgskys on Adventures
ip_Music, ed. Gladys Tipton, RCA Victor LE1001, Grade 2.
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RoseMarie (11) writing about "Fountain Dance"?
Ballerinas dancing
and trumpets blowing
I love to hear the sound of the music.
It feels soft
Almost like a flying bird in the air.

Theme was evidenced in the pantomime activity discussed in Chapter
VIII. The pantomiﬁe had to be about something, and although the children
were asked to abstract the most important movements and enlarge them, the
subject, such as making a bed, or riding a bicycle, was very much a part
of the focus for movement exploration. The group improvisation done in
this session dealt, with the theme of playground activities.

A theme was chosen for the development of the consept of reacting
éo a force (see Chapter VIII). This is a difficult idea to convey to
children, and the use of the theme of simple machires made the experience
with force and reaction more meaningful.

In developing a sense of pattern (see Chapter IX), the investlgator
had used thematic material to tie togethe: the ideas of the children.

One session had been devoted to acting out poems about the seasons. In
the sessions on colory the story about the magicians had evolved from

the children's interpretation of feelings evoked by the black rcarf (see
Chapter VII). Other colors had suggested different themes. ™Red™ had
suggested “fire™ to Steven, and Vincent and Kenneth did a movement study
about a bull-fighter and a bull. In these casess the theme grew out of
the feeling suggested by the color, but it became the dominant factor

for the movement improvisation.

3"Pou}xztainzDance"from. Wand of Youth #2, by Elgar on Adventures in
Mysic, ed. Gladys Tipton, RCA Victor LE100l, Grade 2.




An Embtign as the Thene

Only three sessions of the thirty-one began with the “theme™ as
motivation. In two of them (T 7 and T 8), emotions were identified and
experienced through movement.

After the first six sessions, it became evident that the children
needed some clarification of what was meant by "feeling." When shown
a picture or after listening to music, they were unable to define in
language the emotions they had experienced. In answer to the question
in the initial interview, “How does it make you feel?"™ many of the children
had replied, "I am fine."

To help identify emotions as they knew them, some experiences
exploring feelings of anger, fear, surprise, or sadness were planned.
The investigator chose the story of "Hansel and Gretel™ to tell to the
class, since it contains so many of the emotions familiar to children.
As she told the story, the children acted it out in pantomime, the boys
playing the parts of Hansel and the father, the girls playingwggétél,‘%he’
mother, the witch, and so forth. The investigator described some scenes
in more detail, pausing to allow the children to develop the dramatic
quality suggested. Many of the children became quite involved. The
observer-recorders reporteds

Lynn seemed to become more alive as she plays the part of CGretel.

While weaving the brooms, she frowns at the trouble she seems to

be having putting them together. Later loses concentration and

giggles as "Mother" scolds.

Duane (17) as Hansel, walks to other side of room to get the milk,

responds to drum beat indicating milk was dropped, went back to
wkitchen" to get a rag and wiped the floor, looking reluctant.

Susan K. (5), 1s sneaking up with finger to mouth to silence
Hansel. When witch comes she hugs Annette, sits down with hands
in prayer attitude, chin trembling. She 1s serious throughout
this action.
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All of the children acted at the same time, taking the cues from the story
being told by the investigator. A discussion then followed, in which
scenes in the story were used to identify emotions aroused by those
situations. The children recalled what it felt lilke to be lost, and
although they had never been lost in the woods like Hansel and Gretel,
they did remember "Not being able to find my mother in the movies."
Finding the candy house was associated with opening surprise packages
‘at Chrisémas time. Everyone then tried doing a pantomime about opening
a box. They talked about how they felts

It What was in your boxys Nancy?

Nancys A doll.

Georges A million doliars!

I3 How did you feel as you were opening it?

Georget You feel like you don't know what it is.

Lynns I was wondering what would be in it.

It Everybody, Let's see you opening your box. How does it feel

when you don®t know what it i1s? Take the paper off, a iittle at a

time. Now maybe you'd get impatient and tear it off. How did

you feel as you got the wrapping off?

Eddies Excited...

It That's a good word for 1it.

Garyt Curlous.-.

It Curious and excited, yes. Then when you found out just what

was insidoe...and it was just what you wanted, then how did you

feel?

Nancys Happy.;.

Child:s Thrilled . .«

It Yes, I think that was a little bit the way Hansel and Gretel

felt when they came upon the c¢andy house. Let's take another part

of the story« Think about how Mother and Father felt when they
came home and found the children playing instead of working.

In a similar manner children associates their own experiences with those




of the pharacters in the story. They easily recalled when the(had felt
angry as when "my brother tore up my picture.™ A recordg‘was played and
the children acted out something that made them feel angry in time to
the music.

At the next session, children did individual pantomimes recalling
something that had happened to them which made them angry, surprised,
and so forth. The observer-recorders reported:

Lorraine (8) told about how she had once been playing at the

beach, and a big wave had come and had "drowned™ her. Although
her action was small, her facial expression made us really belleve

her.

Eddie (19) told about how his brother wac teasing him one day,
and he did a very convincing pantomime of anger.

Rosann (21) ran to do her pantomime and fell. An observer-recorder

thought she had really hurt herslf, but it was part of her story.

Her face was contorted, she rubbed her hip, her eyes looked anxious.
Not all of the children were able to maintain this degree of concentration
in doiﬁg their pantomime by themselves. Surprisingly, Lorraine and Eddie,
who were usually shy and self-conscious, became completely absorbed in
the scene they played. Many of the more out-going zhildrgn overplayed
their parts, and were not as sincere.

To build better concentration, the investigator played a game with
the class. While seated in a circle, a crumpled piece of paper was passed
from o;e t6 another in the group. The children were to regard the paper
as soft, light snow, then a hard snowball, then as something burning,

then as a little bird with a broken wing. The children did this very

seriously, blowing on their hands after touching the cold snow, passing

the "fire™ quickly and anxiously, handling the *1ittle bird" with tender-

Skrieda Miller, “Angry" from Music for Rhvthms and Dance #4, North-

port, L. I., 131 Bayview Avenue.




ness and care. There was less self-consciousness and greater sincerity

in this group activity than in the individual pantomimes.

Developing a Th - "n y Sea”

Tn the last session (T 31), a theme was chosen by the investigator

to be worked out by the childten without direction from her. The purpose

was to see what elements of form would be found in the children®s un-

directed activity.

The idea for the theme was presented to the children in their

reqular classroom before the session began. The class discussed what

it would be like under the seay what they might see, how animals and

plants moved in the water and the colors and shapes of under sea life.

The children were shown pictures of these things to be found in library

boaks.6 A record Debussy*s ™La Mer"7 was played, as the children listened

quietly with eyes closed, imaging that they were beneath the sea. Then

they discussed what they saw, and what they would like to do to work

out the themes

It All right, tell me, one at a time, some of the things you
saw, and I'm going to write them on the board. Then we will make

different groups of people who do different things. Nancys what
did you see?

Nancy: I saw a diver and some green plants moving.

It If you wanted to wark on an idea,what would you pick?

Nancy: I don't know,

6Books used weres Goudeyyf he Sea, New York, Charles

Scribner's, 1959, pictures by Andriemne Amesy Huntington, H., Let's Go

Sea s photographs by the authorg Sam Hintony Exploring Under.
the Sea, Garden City Books, 1957, pictures by Rudolph Freundg James

Fisher, IThe Wonderful World of the Sea, Garden Qty Books, 1957.

" Ipebussy, "La Mer™ George Szell and The Cleveland Orchestra,
Epic LC3863.
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It Well, thinK about it. Vincent?

Vincent: At the big part (referring to the mpsic) I caught a crab
and I smelled it and it didn't smell good.

Susan K3 I saw mermaids.

It Mermaids aren't real, are they, but I guess if you saw them
we can put them in.

Susan L3 I saw plants and they were moving.«.swaying...
Lynnt I saw fish swimming.

It There are different kinds of fish, different colors, different
ShapeSc

Georget What about a shark?

Annette: I pictured a giant clams
The children were groupsd into small groups who had similar ideas. Some
were to work on plants, others *sea-flowers,™ some were fish,sea—shellé
or a sea-horse, some hoys were divers and ona was an octopus.

When the class moved to the kindergarten room where their sessions
were usually held, they remained in their small groupss and each child
was to develop his ldea in any way he thought best. Materlals were
available for their use, such as construction paper, crayonss 2 large
piece of mural paper, rhythm instruments, and the phonograph with the
record of "La Mer®™ and other records. Areas were assigned to each groupe.
The "plant™ group wanted to make a mural,.so they began working at the
tables. Others wanted to de this tooy and they were to have turns adding
to the picture. The in;estigator then became another observer-recordery
using the microphone and tape-recorder to comment about what she could
see of the children®s activity:

The "plant* group (Robert, Nancy, Lorraine) began the mural very

systematically, each taking a gsection of the paper to work ons

Their drawings seemed to relate to each othery however., and

showed movement and rhythm in representing the plants.

The "fish™ group ask to have the record played for them. It is
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set up near their area. George is a big fish, using his arms
in strong semi-circular movements. Lynn and Rita are small
fish, each moving in very different ways.

Annette is a shell floating on the water. She does this with good
concentration, and her usual soft lyrical quality.

L .

Other groups wanted to work on the mural, and there was a rotation of
areas after ten minutes. The concentration of the group began to
deteriorate shortly after that. Space was limitedy sounds of other
groups working ware distracting. BEoys in the "divers™ group had taken
to ™catching fish,™ causing some disturbance.

The investigator called the class together to show what each had 3
done. She assigned entrance and exit cues for each group and tied the
activiiy together by providing a framework of a story, as in some
v previous sessions.

Although interest was high at the beginning of the session, it had

@ begun to wane after fifteen minutes of independent activity. Many of
kx the children had been working welly and their movement, drawing, and
accompaniment on rhythm instruments showed feeling quality and rhythm.
Little form in movement could be observedy either as spatial or as

3 sequential pattern.

The mural was lovely, colorful and rh*;&gic when the first two
groups (plants and sea-flowers) had finished working on it. Later
groups crowded up the space, and at one point, the mural itself was
torn.

The session was helpful in making final observations of the
individual children, as they worked independent of teacher-direction.
Profiles of their reactions throughout the sessions, and analysis of

their style and develuopment, are given in the following chapter.




CHAPTER XI

INDIVIDUAL PROFILES

It has been stated that the evaluation of this program will be
made in terms of the individual development of éach child in the study.
The methods for evaluation will be described, and individualdprofiles<

for each child will be presented, in this chapter.
7 _Bya n

Children®s responses were recorded in three wayss

1. Type scripts from tape recordings of each session were made
in duplicate. One copy was cut into strips, and the responses
relevant to a particular child were filed in his folder.

2. The observer-recorders made notations of individual responses
observed during the sessions, and these were filed In each
child's folder.

3. Samples of the children's art work and wxiting were filed in
their folders.

These data were organized and classified by the injtZtigatOr after
each session. A selection of factors believed to be relevant to aesthetic
response had been prepared prior to the sessions. These were used as

guides to observation. They weres

I. Degree of involvement
II. Intensity and scope of sensory perception
III. Powers of ocbservation
IV. Recognition of aesthetic components in various modes of
expression
V. Originality and imagination
VI. Miscellaneous (This category became "Agility of Movement" since
many responses fell into this classy; and had no other place to
- be tallied.)!

1Roman numerals are used since each child had been assigned an
F Arabic numeral for identification of his responses.
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Questions to be considered in each category were listed on an Observation-

Sheet.”

In addition to being used as guides for observation, a copy of

this sheet was stapled to the inside covers ui each chilc¢'s folder. The

investigator tallied each response as it was filed, classifying it as to

its category, and as to the intensity of the response as appraised accord-

ing to a five-step scale. Steps in the scale were:

1.
2.
3e
4.
5.

Negative response
Poor response
Weak response
Positive response
Strong response

The investigator tallied each response on the child's Observation-Sheet,

entering the sessisn designation in the appropriate column. Thus, the

following observer-recorder's comment at the first session on rhythm was

entered as Rl in the "positive response™ column, opposite the question

*Is his attention focused upon this activity?" under "I.

ment™s

Degree of Involve-

Steven and Kenneth are talking together, and feeling each other's
heart-beats.

This response was tallied in Kenneth's folder as well.

Another response for Steven was recorded during the seventh session

dealing with theme. The response was judged by the investigator to reveal

a recognition of change in dynamics, and was tallied as T7 next to the

question concerning this under "IV. Recognition of Aesthetic Components, "

in the

"positive response® columns

Steven is spinning in a c¢ircle, getting faster as the gong crescendos.
His tongue is spinning, too.

The same response was also tallied under ¥I. Degree of Involvemerit," in

25ee Appendix B for sample of Observation-Sheet.




the "strong" column.

After several sessions, the investigator felt that the tallied
classification did not fully reveal the nature of the response. Therefore,
an "Example-Sheet" was initiated, and particularly significant responses
were saved and stapled to this sheet. These selected responses were
tallied, along with all other recorded responses of the child.

The chart on the following pages give the scores for positive and
negative responses for each child in each category. Scores were weighted,
with 1 point allowed fer a ™weak" response, 2 points for a ”poéitive"
response, and 3 points for a "strong" response. ¥Poor™ responses were
given the score of -1 and "negative™ responses were -2. The chart does
not reveal the time when the response took place, however. Many of the
"negative" responses were recorded at early sessions. The investigator
was able to take this factor into consideration in reviewing each child's
folder, since the session number was listed in the column where the
response was tallied.

The chart is significant when comparing the number of responses in
each category for different children. Out-going children generally had
a larger number of recorded responses than more reserved childreny although
the observer-recorders made an effort to watch the latter frequently.
High scores in "II. Intensity and Scope of Sensory Perception™ must be
interpreted according to the type of sensory perception recorded. Steven's
(1) high score resulted mainly through recognition of changes in rhythm,
while Rosann's (21) high score reflected sensitivity to sound qualities
and to line, colory and texture. This factor is taken into consideration
in the discussion of the individual children which followsy since the

questions listed under the category gave the investigator an opportunity
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TABLE 1

WEIGHTED SCORES FOR EACH CATEGORY RECORDED FOR EACH CHILD
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l. Steven 27 -3 51 4 11 -3 17 16 132
{
2. Vincent 27 -1 30 -2 6 -1 10 14 13 104
3. Kenneth 15 -7 12 -2 3 5 -3 3~ 11 -1~ 63
4, Gary 24 -2 29 -6 28 6 -1 24 -2 23 =1 146
5. Susan 12 42 10 12 -1 9 30 116
6. Nancy 8 48 -2 12 18 -1 10 -4 8 111
7. Annette 9 45 -] 9 16 9 -2 13 104
8. Lorraine 5 -4 11 2 3 5 -2 12 44
9, David 42 =10 25 -14 32 12 28 -1 18 182
10. Rose 10 -1 14 -1 4 =2 4 2 -1 1l 50
1lls RoseMarie 31 -1 18 -3 9 8 8 8 86
Key for Weighting
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83

13 -1 14

10

21 -1 2

18

Rita

12.

48

11

15

Sheree

13.

51

Susan L,

14.

40

George

15.

62

9 -1 15 -1

4

9 -3 16 -1

Robert

16.

12 86

13

3% -1 3

17

Duane (one-

17.

half of sessions)

2 120

12 12 -1

28 -4 21 -3 37

Manuel

18.

5 -1

13 -4

14

Eddie

19.

10

0

4 -3 25 -1

20.

Vincent St.

104

12

11 50 13 -1 8

Rosann

21.

46

11

12

4

11 -2

Lynn

224




R A AL A A

crpee 89

L T " -~ N
. S o BN DR o S K S v, e T i, T S Dol L Kl £ B i o S ot oL RN S5 coibar s L stn

157

to differentiate the nature of the response. High scores in "IIl.
Powers of Observation® for Gary (4), David (9) and Manuel (18) are
particularly significant, since they reflect a typical behavior pattern
of these children. Nancy's (6) high séores in "IV, Recognition of
Aesthetic Components® reflects a maturity of understanding that this
child was able to verbalize. Gary (4) and David's (9) high scores
for "V. Originality" again refilect their out-going nature and ability
to verbalize, more than they do greater ability at original thinking.

Thuss it can be seen that the chart, although helpful, needs inter-
pretation to be meaningful. This will be done in the profiles which follow.
? Scores were taken for each child in each category, and the investigator
then interpreted these scores in the light of her knowledge of the child,
? and with reference to the additional information revealed on his tallied
Observation-Sheet.

The investigator and the two observer-recorders wrote subjective
evaluations for each child at the end of the sessions. These were done
independently, and without direct reference to the ¢hild's record. These

three statements are included in each profile.

Individual Profiles

i The profiles presented below include the following sources of

informations

1. Description of the child based upon permanent records and
direct observation.

2. Scores for recorded responses in each category, with the

, investigator's interpretation cf these scores based upon

. information in the folder and on the tallied “Observation-
. Sheet on

3. Subjective summary statements made by the investigator and the
two observer-recorders.




Steven (l)

Steven is a small, dark boy of Italian descent. His father is a business
executive. The family has cultural interests and 48 known to take the
children on trips to museums and places of interest frequently. Steven
is a capable student and his motor-coordination is good.

Deqree of In . (Scoress 27 positive, 3 negative.)
Steven's positive responses were mostly in the "strong" column. Hé was

[

capable of intense involvement, but displayed this quality only periodically.

11, Sensorv Perception. (Scores 51 positive.) Most of these positlve

responses related to ability to differentiate changes in rhythm, and to

-

respond with feeling to quality of sound.
111, Obgervation. (Scores 4 positive.) Observations were mainly

concerned with rhythm.

IV, Recoqnition of Aesthetic Components. (Scoress 11 positive, 3

negative.) The positive responses recorded revealed Steven's abllity to
recognize changes in dynamics. Negative responses were recorded when he
was unable to distinguish line and shape, and his strong rhythmic respbnse
over-shadowed his awareness of these fagtors in movement improvisations« -

V, Origina . (Scores 17 positive.) Steven had many original

ideas for rhythmic patterns to play on rhythm instruments.

VI, Agility of Movement. (Scores 16 positive.) Although agility of

movement is not necessarily an aspect of aesthetic behavior, it has been
included here since many recorded responses made reference to it. Steven's

agility was evidenced from the first sessions, and contributed to the

positive nature of his responses.

Summary gtatement of the jnvestigator. Steven.was a sensitive boy,

with strong feeling responses, especially to music. He moved well,




displaying a strong sense of rhythm. He was capable of thinking independent ly.

He sometimes seemed to hold back, as if he did not want to do well at this
activity.
Steven had a good native musical ability. He sensed pltch, quality, volume,
and rhythm quickly. His responses at the beginning, I feel, were influenced
by his relationship with an older brother, who had received a great deal
of recognition in all areas of music. Steven was afraid to compete in
this area. As the series of lessons progressed, Steven found that he
could think of his own ways of expressing his ideasy and he learned that
it was fun. He later participated fully, living some of the parts he
enacted, and often continuing beyond the allotted time. He was less
articulate than some in expressing his feelings, but his faclal expressions
and actions frequently showed full ‘involvement. |

Sumpary statement of the gecond observer-recorder (danée teacher).
At times Steven had shown unusual intensity and feeling responses, such
as his "fire dance” (Reported in Chapter VII.) He had shown marked
enjoyment and concentration, é@specially in rhythmic activities, where
he ﬁas quick to recognize pattern and was capable of contributing valid

ideas, very much is own.

Vincent (2)

Vincent is a large, blond boy of German descent. His father is a
dentist. Vincent is a good student. All of his movements are big,
and somewhat awkward.

1, Degree of Involvement. (Scoress 27 positive, 1 negative.) There

was evidence of a high degree of invalvement from the first sessions

through the last.
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I, Sensory Perception. (Scorest 30 positive, 2 negative.) Good
1esponses were recorded both for quality of sound and feeling response to
line, color, and texture. Negative responses were in early sessions where
an idea relating to rhythm was not fully grasped.

III, Obgervation. (Scoress 6 positive, 2 negative.) Vincent was
generally observant, and only occasionally missed seeing differences or

similarities.

IV, Recganition of Aesthetic Components. (Scores 10 positive.)

Responses to pattern and dynamics were stronger than recorded responses

to awareness of line and shape.
V, Originality. (Score: 14 positive.) Vincent's responses were dis-
tinctly his own.

VI, Aqgili . (Score: 13 positive.) All of Vincent's

movements were big, free, and without control. He was likely to bump into
something or knock something over,

S a inve . Vincent was very much a "boy."

He loved large muscle activity and seemed to enjoy himself immensely during

these sessions. Behind his large, lumbering movements, there was often a

real feeling response. He was original in ;his thinking, both movementwise
and in verbalization. He was playful at times, but was always responsive
to direction, and an asset to the group;

a a t , obgerver-recorder agsroom teacher).
Vincent had a lively sense of humor and liked to clown. He was responsive
to all sesthetic stimuli, especially to the quality of sounds. He wrote
a very gnod story interpreting the feelings he had when listening to "Bydlo"

(Reported in Chapter X). He was a sincere, good-natured boy who seemed

to benefit a great deal from these sessions.
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Summa ateme f bgerver-xe er (dance teache
Vincent had been a bit of a clown from the very beginning, but there was
no doubt that his involvement had been considerable, and that he enjoyed
this activity. MHis kinesthetic responses developed considerably. He did
not miss much, observing differences and similarities, recognizing rhythm
patterns and changes in dynamics. His jdeas were not especially different

from others, but they were decidedly his own.

Kenneth

Kenneth is an impish-looking red-head of Irish descent. He is a

member of a large family, all of the boys having similar physical features.

The father is a maintenance man. Kenneth is an average student. He is
a good athlete and moves with great agility.

I, D 178 Involvement. (Scoress 15 positive, 7 negative.) Negative
responses reveal a reluctance to participate at times; and a tendency fo be

easily distracted. Positive responses were frequent, however, and occurred

later in the session, when he seemed to be absorbed "in spite of himself.”

1I, Sensory Perception, (Scores: 12 positive, 2 negative.) Kemneth
made considerable progress in his ability to identify rhythmic pattern, to
move in time to the drum, and to accompany others on a rhythm instrument.
His natural agility caused him to respond well in movement, especially when
attention was not focused upon him.

I1I1I, Obgervation. (Scoress 3 positive.) Kenneth made little effort
to observe similarities and differences, and had few comments to make
during the discussions. |

IV. Recoanition of Aesthetic Components. Scorest 5 positive; 3
negative.) Responses recorded here were from the later sessions in the

series, indicating greater participation than previously.
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V, Originalitv. (Scorest 3 positive, 1 negative.) Kenneth's only
verbalizations of his ideas were concerned with boyish interests of soldiers
and fighting. In a discussion about leprechauns on St« Patrick's Day,
Kenneth asked, "How come I'm Irish, and I don't see any leprechauns?®
Imagination seemed limited, perhaps due to self-consciousness and re-
striction of interests.

Vi, Aqility of Movement. (Scoress 11 positive, 1 negative.) Kennath's
agility was apparent from the beginning, but it revealed itself only when
he participated fully in group activities.

Summary statement of the investigator. Kenneth was very "masculine"
in his attitudes and manners. He moved with great agility, having the body

and natural grace of an athlete. He was often self-conscious about doing

creative work, refusing to allow his imagination to come into play. Some-

times it did "in spite of himself," and he did, upon occasion, show feeling

response and insight.

Summary statement of the first observer-recorder (clagsroom geacher).

Kenneth's participation was consciously reluctant, but as each activity

progressed, he became quite deeply involved. He was able to produce good
rhythmic responses. He could recognize changes in rhythm and tempo more
than changes in volume and quality. He sometimes got caught up in the
spirit of music and acted it out well, as long as words like “acting”

were not used. He was, as in most class activities, too easily distracted
by the action of his classmates. I think he enjoyed most of these classes,
if somewhat self-consciously.

= Summary statement of second observer-recorder (dance teacher). Not

| naturally receptive to this kind of activity, Kenneth, nonetheless, had

moments of perception, and rontributed worthwhile ideas in movement




once in a while. Most notable growth was in the area of rhythmic activities,

dynamic changes and quaiities of sound. His enjoyment and involvement

were erratic, but I feel the experience was rewarding for him.

Gary (4)

Gary is a blond, good-looking boy with an eager, alert expression.
His father is of German origin, and is a skilled worker at an airplane
plant. Gary is a good student.

I, Deagree In ment. (Scoress 24 positives 2 negative.) The
negative responses were recorded at the first and second sessions before
the group knew what was expected of them. Gary was an eager participant

throughout the sessions.

II. Sensorv Perception. (Scores: 29 positive, 6 negative.) Responses

to rhythm were strong and frequent. Gary was quick to verbalize response
in all areas, sometimes speaking out before feeling was sensed fully.

111, Ob n. (Scorest 28 positive.) Gary's ready verbalization
contributed a great deal tc class discussion. His frequent observations
concerned recognition of similarities and differences; and he often made
associations from his experience to things being discussed.

IV, Recoagnition of Aesthetic Components. (Scoress 6 positive, 1
negative.) Positlve responses were concerned with respénse to levels in
space as related to dynamic qualities of music and rhythm. Understanding
seemed to be of an intellectual nature, rather than a feeling response.

Y, O n . (Scoress 24 positive, 2 negative.) Most of Gary's
ideas involved verbal expression, his ideas in art work being limited.

He often expressed thoughts clearly that others may have perceived but
were unable to express as well. Gary had a way of sensing what ought

to be stated. In improvisations he used frequent dialogue, and often
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chose the same theme, with suitable changes to fit the problem presented.
VI, Agilij ovement. (Scoress 23 positive, 1 negaiive.) Gary
moved with grace and agility. He volunteered often and did frequent
individual improvisations.
a atemen e jinv . Gary was the most vocal of
the boys. He made excellent comments about everything, and was always

anxious to participate. His manner was sometimes pretentious, but what

‘he had to say always had merit. His originality was more prevalent '~

language areas than in art. His improvisations usually had dramatic
content, and inciuded diadogue. e
ary statement of the first observer-recorder (claggroom teacher).

Gary seemed to have an innate musical sense, responding well to pitch,
rhythm, tempo and volume changes. He involved himself intellectually
almost immediately, but the times his feeiings became truly involved
were rarer. He aimed to please, and was overly aware of what he thinks
adults desire from him. He was not as percébtive of detail as he wished
to be, butwas happy if his observations were noticed.

Summary statement of the second obzerver-recorder (dance teacher).
Gary had been quite involved in this activity from the beginning. His
®sponse to rhythmic changes were more marked than many of the other
childrens®, and his enjoyment more evident. His feeling response to
color, line and texture were not as marked. Subtleties seemed to escape
him, but sound and rhythm captured his attention and produced vigorous

kinesthetic responses. His ideas were sound, although frequently some=

what superficial.

Sugan K, (5)

Susan is a tall, attractive child with good coordination. She is




,,,,,,,,

:“{\"‘pum ERT S e

Sty 2y Oy AR A e ¢ L G

A o o WW AL RGN, 1] i MY ragt

e R FEER Tl MR T R AR AR SR A e G i S el NP S

165
the only girl in a family of five children. Susan 1s a conscientious
student.

I, Dearee Involvement. (Scores 12 positive.) Susar was responsive
from the first day on. Because her involvement was taken for granted by
the observer-recorders, they mentioned it less frequently in their later
reports than they did the responses of other children.

11, S Pe n. (Score:s 42 positive.) Susan evidenced strong
rhythmic and kinesthetic senses. She was the first to recognize her name
of the drum in the first session (see Chapter VI), and, as time went on,

she learned to create her own rhythmic variations. Her art work also

evidenced her sense of rhythm, her finger-painting being one of the few
- chosen for rhythmic interpretation. She responded well to quality of
sounds, as evidenced in her self-accompanied movement and the resultant

short poems about waves and about a bumble-bee (see Chapter VII).

III, Cbservation. (Sco.~3 10 positive.) Susan contributed well
to discussion, some of her observations baing quite perceptive. In addition
to being able to recognize rhythmic pattern, she observed differences in the
quality of musicy such as her identification of the mood of the minor-key
variation of "Three Blind Mice" (see Chapter IX).

IV, Recoagnition of Aesthetic Components. (Scoress 12 positive, 1
negative,) Susan was able to pick up a great deal from these sessions,
She often recalled what had been said previously, was able to identify
components that had been discussed and to recognize patterns and variations.
A sense of order was evident in some of her improvisations.

V, Origina . (Scores 9 positive.) Records do not indicate as
many original responses for Susan as for some of the others in the group.

Any idea she possessed was carefully developed by her, often resulting in
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very positive responses.

VI, A Movement. (Scores 30 positive.) This high score
reveals a natural grace and freedom that Susan's movement always displayed.
She often led the class in movement activity, demonstrating a movement for
others to follow during the "warm-up" part of the session.

a a n the investigator. Susan had been responsive
since the very first day. Because of her good concentration and serious
effort, she made a considerable progress. She improvised well, and had
a good grasp of the concepts presented in these sessions.

Summary statement of the first obgerver-recorder (clagsroom teacher).
Susan is a sturdycthild, who rarely leaves reality for fantasy. On several
occasions during these sessions she actually lived through certain imagined
emotionse. She responded easily to rhythm and tempo. She had a tendency to
be concerned with what others are doing, to "see if they are doing it right.”
Her ideas were not as original as some, but she worked hard to develop an
idea, achieving some good results.

atemen e gecond ob er-recorder a teagher).
Susan has been quietly involved and concentrated from the beginning. Her
awareness and perceptivity of rhythmic changes and recognition of dynamicsg
line and shape developed gradually. Feeling responses were not too apparent
at first, but were evidenced later in the sessions. Her ideas are not too
different from others, nor do they depart from stereotyped responses very

often,

Nancy (6
Nancy is a small, well-built girl with good coordination. Her father
is a banker, and both parents are known to be educaticnally oriented. Nancy

is a good student. She is the only member of the class known to have attended




dancing school.

I, Degree of Involvement. (Scores 8 positive.) Nancy showed interest
in this activity from the first session on. As with Susan, her involvement
was taken for granted, and her recorded responses were classified in other
categories after the first few sessions.

11. Sensory Perception. (Scores: 48 positive, 2 negative.) Nancy
showed herself to be a strongly rhythmic and highly perceptive child. Her
frequent responses both verbally and in movement revealed sensitivity to
qualities of sound, texture and kinesthetic sensation. Rhythm pervaded all
of her movement, and expressed itself in her writing, where she produced
jingles and poems with ease. Her movement expression was sometimes too
studied, but she seemed freer in her responses as the term progressed.

III, Observation, (Scores 12 positive.) Nancy's comments in class
discussion showed an awareness of detail and good ability to make associations

IV, Recognition of Aesthetic Componentsgs (Scores 18 positive, 1 negative.)f
Nancy seemed to have a mature undéiétanding of ideas discussed in these |
sessions. She exhibited an awareness of form, and a desire to complete
a task to perfection. This desire sometimes made her creative effort
too set, and they appeared to be stilted and posed. As she became more
relaxed, her sense' of dynamics and of pattern expressed themselves in less
pretentious ways, allowing for greater feeling response to come through.

Y, Oriainalitv. (Scoress 10 positive, 4 negative.) Negative
responses were recorded early in the term, when many of Nancy's movements
seemed posed. Formal dancing lessOns seemed to héve given Nancy a set
vocabulary of movement with which she responded. She became freer and

less stereotyped as the sessions progressed. Nancy often brought puzms

and stories to class that she had done at other times. Her poem about
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»rhythm® (see Chapter VI) was one of many that she created. The con-
sistency of her efforts, and the rhythmic style evidenced in 211 of her
work, established proof of their originality.

VI, Agilitv of Movement. (Score: 8 positive.) Here again, Nancy's
ability to move well was taken for granted by the investigator and ohserver-
. rcorders. Responses noted for her were more likely to be concerned with
other areas.

Summa n e inv ator. At first much of Nancy's move-
ment seemed posed, possibly reflecting early dancing school training. As the

sessions progressed, she became more relaxed, and genuine feeling responses

were more in evidence. There is no question that Nancy 1s a sensitive and
- perceptive youngster, with a strong rhythmic sense; and many creative ideas. 3
She expressed these verbally; in writing and in movement, and showed a good

grasp of concepts dealt with in these sessions. Like Gary, she sometimes

said things in order to be pralsed by an adult, but her feeling response
was usually genuine, although sometimes over-played.

. Summary statement of rst obgerver-re agsr teagher).
Nancy's creativity has been somewhat smothered by training and pressure.
Her feeling responses were mature for her ages but she never felt that
what she prcduced was "good enough."” She was able to express herself
in writing easily, rhythmically, and poetically. Her observation of
detail was most apparent in her writings. It showed itself also in her
use of art materials and in movement, but to a lesser extent. If this
child could be freed of the desire for perfection, and her need to meet -
what she thinks are adult standards, her creativity would have no other

bounds. The free atmosphere of these sessions helped Nancy to relax, -

and she became less anxious as time went on.
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Summa a secon -recorder (dance teacher).

Some of Nancy's movements ten:ded to be stereoiyped at the beginnings but

she was always completely involved. She was unusually sensitive rhythmically
and kinesthetically. Her powers cf observation were impressive, as was her

awareness of aesthetic components.

Annette (1)

Annette is a small, dark, quiet child with large expressive eyes.
Her father is a skilled laborer, of Italian gextraction. The family nas
traveled in Italy. Annette is a capable student.

I, Degree of Involvement. (Scores 9 positive.) The recorded responses
for Annette were in the "strong™ column. A quiet childy she did not
volunteer often, but her shining eyes and pleasured smile reflect her
joy when she was totally involved. She was not likely to be distracted
by outside noises or by others opinions at these times.

II, Sensory Perception. (Scoress 45 positive; 1 negative.) The
recorded negative response was in the first gession, and represents an
error in identifying rhythmic pattern. All other recorded responses were
strongly positive. Annette exhibited a sensitivity which was expressed
in movement, in art work and, infrequently, in discussion. She responded
with feeling quality to story ideas and to music. She was more sensitive
to color, line, shape and texture than most of the class. This showed
itself in both her movement responses and in her art efforts.

11, © son, (Scores 9 positive.) Againg it can be noted that
Annette's recorded responses were infrequenty but intense, as they were
all "strong"” responses. Her interpretation of art objects revealed a
true feeling response to them (see Chapter VII, Shape) .

IV, Recognition of A ic Components. (Score: 16 positive.) Unlike
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most of the children in the class, Annette had frequent recorded response

in the column opposite the question, "Does he show evidence of belng aware
of line and shape when it is not in a painting or dra;ing?" She was able

to transfer sensory quality from her visual perception of it to her move-

ment response (see Chapter VII).

V, Orjiginaiity, (Scoress 9 positive, 2 negative.) Negative responses
occurred in early sessions when Annette had a tendency to follow Nancy,
imitating her movements. Later responses were distinctly her own. She
made interesting and imaginative associations with music she heard, and
with art works she saw.

VI. Agility of Movement. (Scores 13 positive.) Annettee developed
a great deal in her range of movement, which always seemed smooth and
effortless.

a Late nye ator. Annette is a quiet little girly
and one might suspect that she would be shy or gself-conscious. However, she
gave herself fully to this activity as time went on, and became completely
at ease and natural. She developed a great deal in her ability to move
expressively, and had begin to combine rhythmic and form elements with her
expression of feeling-tone. Her lyrical and graceful movement was a delight
to watch.

Wﬂw} .
Whethér she expressed herself in writing, art media, movement or orally,
Annette's responses were refined ana pertinent. She could catch a mood
from a story as readily as from music. Her response to changes in rhythm,
tempo and volume were likely to be creativey but somewhat restrained.

Responses to color, line and texture were more overt. She observed

detaily but did not frequently express her observations orally.
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ar tatemen econd ob er-recorde an teacher). A

naturally sensitive and perceptive childy, Annette's growth and obvious
enjoyment in this activity has been a pleasure to watch. Ideas in movement
seem to flow out effortlessly, and were urmistakably her own. Remarkably
observant, and quick to perceive shades of difference, her feeling

responses were of marked intensity.

Loxraine (8)
Lorraine is a tall, blond, rather listless child with bland features
and little facial expression. Her father is an ambulance driver. She

is a conscientious student.

I, Dearee of Involvement, (Scores: 5 positive, 4 negative.) Negative

responses were recorded at early sessions where Lorraine did not participate

fully, and was observed to be watching and "biting her nails.” A few
instances of complete absorption were later recorded, as in the session

on dramatic pantomime (see Chapter X).

1I n P ion. (Score: 11 positive.) Positive responses
were recorded for reccgnition of rhythmic changes, and for feeling response
to quality ©f color and sound.

III, Obgervation., (Scores 2 positive.) Lorraine contributed little
to class discussiony making only two verbal associations.

IV. Regognition of Aesthetic Components. (Scores 3 positive.) 'In
% the final sessions held with the class, Lorraine contributed to discussion
on theme and variation, exhibiting a good understanding of the concept.

V., Originality. (Scoress 5 positive, 2 negative.) VLorraine seemed
afraid to give more than a stereotyped response verballyg but her drawings
show originality, as did some of her movement when she felt unobserved.

VI, Agi Movement. (Scores 12 positive.) Lorraine was capable
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of using her body well. She has good coordination, and, when freed of
inhibition, moved with grace. These times were infrequent, but she could
be observed occasionally moving freely and well when the class was doing
"warm-up™ exercises, and attention was not fotcused upon her.

a a n . Lorraine is a very self-con-
scious child. She became absorbed in the activity only rarely. Her
improvisation of "fear" (see Chapter X) was very convincing, as if she
were really playing out her own emotional state. When she let herself
go, she moved well and seemed to enjoy it. Her drawings were interesting,

and showed imagination as well as a sense of forma.

S atamen e =I eacher).
Although Lorraine's physical coordination is good, her responses were
usually stilted. Her eyes showed her feelingsy but her bodily response
was small. She occasionally relaxed, and at these times her sensitivity

to feelings was apparent. Movement could be a way to release this child

from her inhibitions. Some progress was made in this direction, and
she was more responsive at the last few sessions.

Summagv statement of the second observer-recorder (dance teacher).
A very shy child, Lorraine has been afraid to show her responses, or to
give herself completely to the activities. She recognized changes in rhythm,
although her responses were limited. She undoubtedly perceived more than

she indicated in the realm of line, color and testure.

David (9)

David is a small boy, rather immature physically. He walks and runs
with the gait of a younger child and even his voice sounds like a five-
year-old*s. David has a twin sister who seems more mature. His fathgr is

a salesmang mother is very willing to give time and attention to school

]




David is an alert child.

activities.

I, Degree of Involvement. (Scoress 42 positive, 10 negative.) The
large number of responses in David's case is indicative of his constant
demand for attention. He sometimes got it in constructive ways, making
good contributions to class discussion. His interest span was short, and
if no cne paid attention to hims he was likely to wander off, to clown,
or to be disruptive. There was some improvement in his concentration as
the sessions progressed, and observer-recorders reported that there were

times at later sessions when his focus was camplete, even though he was

not getting an adult's attention.

II Sen Perce n. (Scoress 25 positive, 14 negative.) Negative
responses were recorded for his lack of ability to follow a rhythm. Whether
this was a coordination problem, or simply that he did not perceive rhythm,
David was observed to be unable to keep on the beat. With effort, he
seemed to improve in this area somewhat. His most positive responses were
to story ideas, when he became completely involved in dramatic pantomime
relating to a theme he invented. The "magician" act in response to the color

“black"is a good example of this (see Chapter VII).

III, Obgeryation, (Scores 32 positive.) David's perceptive comments
gave evidence of a sharp mind, and he was keenly obgervant of detail.

He consistently made relevant associative responses, and noticed similarities

and differences. All of these responses were of a verbal and intellectual

nature.
IV, Recognitio A ic Comp (Scores 12 positive.) David

absorbed a good deal from the discussions; and was able to verbalize ideas
about the concepts considered. He defined "theme and variation™ for the

class (see Chapter IX), and often gave good examples to illustrate something
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being discusseds A sense of dynamics was evidence in his later dramatic
improvisations. His collage of wstars" revealed an awareness of spatial
design, and seemed to be his first satisfying experience with an art
medium.

V, Originality. (Scoress 29 positive, 1 negative.) Frequent con-
tributions and associations revealed a lively imagination. David's use
of language was unique, and he often gave verbal twists to ideas that
produced humor.

VI 0 nt. (Scores 18 positive.) David improved con-
siderably in his agility and coordination. Most of the recorded responses
were for later sessions.

Summary statement of the investigatorx, IhVSpite of his constant demand
for attention, David was an asset to the class, since his verbal contributions
were perceptive and original. He improved in rhythmic awareness, and in
awareness to pattern. His most intense feeling responses were to
dramatic ideas.

Summa nt of fi bse - agsroom teacher).
David's lack of physical coordination seemed to hamper his responses. Although
he felt changes in volume, tempo and rhythm, he responded to all three
with bigger movements, executed unrhythmically. His best responses were
verbal twists, and he was quick to see humor in a situation and to express
{t. He noticed differences between excitement and serenityy, but subtle
shades of color or quality were generally unnoticed. He was dependent
upon one or two other children in the class for approval.

Summar atement of ond obgerver-regorder (dan eacher
David's ideas were ummistakably his own and decidedly not stereotyped,

giving evidence of a fertile imagination. Gradually his involvement and
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concentration increased, but he gave evidence rf a need for more exposure

to rhythmic activities.

Roge (10)

Rose 1s a tall, dark, attractive child of Italian desceni. Her

father is a carpenter. Her mother speaks no English. Rose 1ls an even,

reliable student with good coordination.

I, Degree of Involvement. (Scoress 10 positivey 1 negative.) Rose

was quietly involved most of the time. Her facial exprassion revealed her

interest.

1L, Sensory Perception. (Scores: 14 positive, 1 negative.) Most of
the recorded responses were in the area of rhythmic changes.

III. Obsgervationt (Scoress 4 positive, 2 negative.) Rose sometimes

made observations, which, though true, were not relevant to the discussion.

IV, Re i Aegtheti nts. (Scores 4 positive.) Most
positive response was her ability to write down the pattern of a rhythm

played on the drum.

V., Origin . (Scorest 2 positive, 1 negative.) Rose seemed to
develop greater ability to think for herself in these sessions.

Vi Agi ement. (Score: 11 positive.) Rose had good body

alignment and moved well. She was able to execute movementg with ease

that were shown to the class by the investigator.

Summary statement of the investigator. Rose was very interested in

these sessions and did well. She moved with coordination and enjoyed it.

She had expressed the wish to be a dancer. She has a good body for ity

and a strong sense of rhythm. Although she responded well to all elements
what

dealt with in these sessionsy; her responses, though sincere, were some

l1imited in content.
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Summary statement of the first obseryer-reccrder {(classroom teacher).
An intellectually uncertain childy, Rose found acceptance for some of her
ideas, and seemed to develop more certainty. She was observant of the
practicaly using ®homey™ themes for her creative expressions. She was
rhythmic but responded more slowly to changes in volume. This fitted
with her classroom behavior, which was outwardly even and quiet. She
was verbally timid, and the greatest of her feeling responses were in her

absorbed facial expressions.

Rose showed apparent enjoyment of the activities, and a quiet development
in all areas. She was rhythmic, and showed increased awareness to
kinesthetic sensations, line, color, and texture. Her ideas were not

frequent, nor especially original.

RoseMarie (11)

RoseMarie is a pretty, lively girl of Italian descent. Her father is
a construction worker. RoseMarie is a good academic student but is known
to have poor coordination in gym class, and considered immature physically.

I, D f Iny nt. (Scores: 31 positive, 1 negative.) RoseMarie's
involvement seemed to increase with each session. Recorded responses for
later sessions were all in the "strong" column.

1I, Sensory Perceptiong (Scoress 18 positive, 3 negative.) RoseMarie
increased in her ability to distinguish rhythmic changes. Negatlve responses
were all in this area in early sessions, with positive responses in later
sessions. She showed a high degree of responsiveness to quality of sound,
with a good many%responses recorded for quality of shape and color as well.

III, Observation. (Scores 9 positive.) RoseMarie contributed well

to class discussion, making many good observations and some very perceptive




associations concerned with feelings evoked by works of art (see Chapter
VII, Shape).

IV, Recoanition of Aegthe C ntg. (Scores & positive,) The
freedom with which RoseMarie gave vent tc emotion led to an awareness of
some aesthetic components. Improvising to sounds, she became aware of
onomatopoe tic qualities in poetry (see Chapter VII). Responding to art works,
che became aware of their rhythm, and the quality of shape and lines. Her
collage designs showed awaraness of pattern in space. In developing form
in movement, she had a tendency to become posed at times, and form was
thus not stressed with her (see Chapter VIII, Abstracting a Pantomime).

Y, Originalitv. (Scores 8 positive.) RoseMarie's ideas were distinctly
her own. As time went on, she became more confident, and was able to assume
leadership in directing others in small group improvisations.

VI, Agillitv of Movement, (Score: 8 positive.) There was no lack of
coordination observed in any of RoseMarie's responses. Her strong feeling
responses seemed to give freedom and grace to her movements.

Symmarystatement of the invegtigator. RoseMarie showed the greatest
development of any in the class. She has participated in everything, and
seems to have "fcund herself™ during these sessions. She was very responsive
to the feeling of movement, and this seemed to have intensified her feeling
response in oth._ ureas. Emotion came through freely and sincerely in all
of her expressions.

Symma a b - a o
RoseMarie was a child whose poor judgment of herself in relation to her
world made her disliked, for she always responded loudly with the wrong
emotions. In these sessions, she found ways to channel her feelings in

many forms. lhese feelings were strong, and she was extremely sensitlive
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to beauty in music, paintings and dance. To find these outlets, and
acceptance of their expression, made her more confident and more liked
by her peers. These new relationships have carried over into classroom
and playground behavior. All of RogeMarie's responses were from feeling,
rather than intellectual, although she is a bright child. Her written
interpretations of classical music showed keen understanding of the
composer's intent.

S =T eg: T n a .
A remurkable change had taken place in this child in the way of concentration
and involvement, which were not too apparent at first. Gradually her
attention became focused on the activitles, first through rhythmic changes
and kinesthetic sensations, and eventually she seemed to become more
sensitive to line, color and shape than would have been thought possible

earlier in the term.

Rita (12)

Rita is a blond, sturdy child of German descent. Her father is a house
painter. Rita has an older sister on whom she is known to depend. She
is a conscientious student.

I, Degre I . (Scores 18 positive.) Although restrained
and self-conscious at the beginning, Rita's interest in this activity seemed
to be intense. This was first apparent in her facial expression, her eve
movements, and her keen focus on listening and watching. She joined iny at
first almost unconsciously, being caught up in the beat of the drum. Freer
responses involving larger movement were observed at later sessions.

II P . (Scoress 21 positive, 1 negative.) At first
Rita did not appear to be as perceptive or as sensitive as she later proved

to be. Few responses were recorded in this area in early sessions.




Frequent responses in later sessions referred to sensitivity to qualities

of line, color and shape.

I1I, Obgervation. (Scores 2 positive.) Rita did not express ideas
verbgily very often, and therefore few responses were recorded for her in
this area. That she observed detall was evident in her movement interpretation
to a rather unusual shape. She was also quick to ohserve changes in rhythmic
pattern«

IV, Recoanition of A nents. (Scores 10 positive.)
Recorded at later sessionsy Rita's record shows numerous positive responses
to awareness of line and shape in forms other than painting or drawing. She
was thus able to transfer her sense of these elements to movement. Her
movement, as well as her art work, exhibited an organic unity and form.

V, Origina . (Scoress 13 positive, 1 negative.) The negative
response recorded was at the second session when Rita was observed following
another child's response. This never happened at later sessions. Rita
displayed a kind of integrity and unpretentious absorption that made
everything she’did sincere and original.

VI, A Mo . (Scores 14 positive.) Frequent positive
responses were recorded at later sessions when Ritafs new-fourd freedom
of movement gave her observable grace and agility.

Summar n ny ator. Rita had grown tremendously
during these sessions. She was restrained and self-conscious at the
beginning. Later she moved freely and well, exhibiting many original
idea in movement. She was perticularly sensitive to qualities of line
and shape, ard did a lovely improvisation with the scarf, responding to
the color, "blue." She did not contribute as much verbally, but when
she did, her ideas were sound and reveal a grasp of the concepts being

considered.
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Symma a n e firgt obgerver-regorder aggroom tega .
Rita is a quiets hard-working and thorough child, not able to express herself
easily orally or in writing. I don't think she sver knew total freedom of
expresé:ﬁf any kind until she became caught up in the en-going steady pull
of the rhythmic drum-beat. The primitive quality of the drum seemed to
awaken unconscious areas of feeling. She became totally absorbed, Her
intentness was first apparent in her faclal expressiony but later involved
her wholly. Her interpretation of shapes through body movement was
sensitive, and done with less consclous effort than her earlier improvisations.
Although Rita could always sing well, she seemed to develop a depth of feeling
which was observable in her singing after these sessions. N
At first not impressive, Rita did not appear to be the sensitive and
perceptive child she later became. Involvement was total as time went on,
rhythmic awareness grew in scope, and understanding of aesthetic components
developed. Rita eventually showed more feeling response to line, shape
and color than did any of the others. She became one of the most satls-

fying to watch.

Sheree (13)

Sheree is a small, delicate and pretty blond girl of Itallan descent.
u-r father is a construction foreman. Sheree 1s well-groomed and Llikes
to wear pretty clothes. She is known to spend much time at home playing
alone. She is an average student.

I, Degree of Involvement. (Scores 6 positive.) The recorded positive
responses for Sheree were first made during sessions concerned with dramatic
pantomime to story ideas. During these sessions she evidenced total in-

volvement that was not evident hefore. She seemed to be more relaxed
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at sessions following this.

II, Sengory Perception. (Scores 15 positive.) Sheree exhibited
positive responses to changes in rhythm from the earliest sessions onward.
Her rhythmic sense was evident in her drawings. She was responsive to
dualities of color, texture and shape, but her movement expression was’
never strong or assertive.

III,_ Obgervation. (Scores 4 positive.) Sheree did not frequently
express ideas verbally. The few associations she made in discussing music
or sculpture were relevant and perceptive.

IV. Recognition of Aesthetic Components. 6core: 6 positive.) Sheree
seemed to have the capacity to represent rhythm visually. Positive response
was recorded at an early session (see Chapter VI, Visual Rhythm), and -
this quality showed in her art work.

V, Originality. (Scores 11 positive.) Sheree seemed capable of
greater originality at later sessions, when her variations on a skip, and
her "under water™ movements at the last session were quite unique. Her
art work, in most instances, had greater originality than her other responses.

VI, Aagili £f M . (Scores: 4 positive; 2 negative.) Negative
responses were in early sessions, becoming more positive as time went on.
Sheree became freer in her movementsy although they remained small and
delicate for the most part.

Summar atement e investigator. Sheree is a delicate little
girl, and her movements are small and soft. That she is capable of more
vigorous feeling responses was evident in her improvisation of the anger
she experienced when her brother took something from her. Movement might
be a way for her to express her feelings more openly. She responded to
qualities of sound, color and texture with sincerey; though restained,

feeling.




Summar atement of the f bserver-recorder (classroom tea .

Sheree is a dainty, somewhat egotistical little girl, afraid, in the beginning,

to involve hersélf: in anything "messy” or showy. At first she responded
very little. Then, as unobtrusively as possible, she experimented with
herself, not quite believing that this was fun to do. She later displayed
a keen sense of color, line, texture and musical dynamics. She became
more free and outgoing, and related more easily to her classmatus.

Summa ement of econd -reco an her).
From the beginning Sheree seemed sensitive to the components involved in
these sessions, and so her development was not as startling as in some
of the others in the group. Ideas were not too different from others,

but were always predictably satisfying.

nL, (1

Susan is a slight, quiet girl, with an impish, expressive face. Her
father is a postal employee. Susan is an average student.

I, Degree of Involvement. (Scores 12 positive.) Susan was involved
and interested in this activity from the beginning. Early responses were
self-conscious, but her facial expression revealed her enjoyment and eager-
ness to participate. She became completely absorbed to the point of loss
of self-consciousness at some points in later sessions.

1I, Sensory Perception. (Scoress 15 positive, 2 negative.) Susan
developed in her awareness of rhythmic changes, and i.. her perceptions
of line, shapes and colors. Her first experience in discovering that
geometric shapes have variety of angles and proportions (see Chapter VII)
was a classic example of pure sensory learning. This experience seemed
to serve as a point of departure for her. She became less of a timid

follower, and her responses were more intense.
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III._ Obgervaticn. (Scores 7 positive,) "Strong" response was
recorded for associations in later sessions. Her association of springtime
with the color "green" led to an expressive movement interpretation. Sensory
exploration led to more intense powers of observation.

IV, Recoan Ae jc C nts. (Scores 8 positive.)

There was a decided carry-over from Susan‘s movement exploration of
triangles to her subsequent use of them in her collage design (see
Appendix H). Evidence of her awareness of aesthetic concepts came
more through her activity than her verbal expression.

V, Origin . (Scoress 2 positive, 2 negative.) Negative responses
in early sessions revealed Susan to be a follower. She became more
confident of her own judgment as the term progressed.

Vi, A . (Scores 3 positive.) Susan moved with
coordination, but’her lack of self-assertion caused her to remain unnoticed
much of the time. |

§ymmg;x_51g;gmgg;_gi_;hg_igxggjiggigx. Susan L. has grown considerably
during these sessions. At the beginning she was shy and restrained.
Occasionally she became absurbed to the point where she lost self-con-
sciousness, and at these times the intensity with which she worked when
exploring an idea was a delight to watch.

MMMMMMMM-
Susan's experience with triangles served as a departure for her, from
being a timid follower to a person acquainted with the delight of personal
discovery. Although she may forget the specific content of this lesson,
the effect upon her self-concept and behavior pattern will be lasting.

She subsequently produced her own interpretations of color, qualities,

and showed leadership and initiative in relation to her peers.

ke
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Summary statement of the gecond observer-recorder (dance teacher).

Susan's eager expression showed that she was quietly enjoying the activity
from the beginning. Gradually she developed awarehess of rhythmic changes
and feeling responses. Verbal contributions were not as frequent or as
perceptive as some of the others, but her recognition of concepts was

evidenced in her responses in movement and in art work.

George (15)

George is a large, nice-looking blond boy with good coordination., The
fﬁther is a baker, of German origin, Although academically superior,
Georne is known to be lacking in‘initiative.

I, Degree of Involvement, (Scoress 9 positive, 2 negative.) Initially,
George's concentration was somewhat spotty, but his enjoyment o. large-
muscle activity was always evident. He participated in discussion more
as time went one.

11, S Perception. (Scores:t 5 positive, 1 negative.) Rhythmic
awareness improved, as did feeling quality of movement., Strongly positive
responses to quality of sound were recorded for later sessions.

I11I, O . (Scores: 8 positive, 1 negative.) The strongly
positive response was recorded in the last session, in which George's
improvisation of the movements of a large fish showed an ability to
observe detail without adult direction.

IV, Recoanition of Aesthetic Components, (Scores 2 positive.)
George's understanding of aesthetic concepts was never expressed verbally,
and hence there is little recorded for him in this area. However, there
was a natural sense of order in George's art work, and his writing evidenced
simple and unpretenticus form.

V, Originality. (Scoret 7 positive.) George was usually a follower,
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but, at some of the later sessions, he displayed imagination and independent
thinking. His art work showed originality that went beyond his outward
personality.

VI, A Mo nts. (Scores 5 positive.) George moved with
vigor and coordination. Movement observations were recorded for later
sessions.

Summary statement of the invegtigator. George was an active boy who
moved vigorously. Sometimes the feeling-tone of movement seemed to escape
him, but at later sa2ssions he was quite responsive to feeling, especially
when moving to music. Some of his art work had a natural. strong and
unsophisticated quality that gave it vitality (see Appendix H).

Svpmary statement of the first observer-recorder (clagsroom teacher).
George is a good-natured child, always willing to do what is requested. He
has been more a follower than an initiator, but on some occasions his
imagination took over. I don't think he ever realized how original some
of his ideas were, for most often he looks to his classmates® reactions.
He recognized changes in rhythm and tempo, but changes in volume seemed
to have little effect on this even-tempered boy. He produced some good
work with line and shape, but seemed less aware of qualities of color
and texture.

S ar atement o second obgerver- T ance teacher).

7

Viocorous movement revealed Guorge's involvement and enjoyment. Concentration
g ym

was somewhat spotty at first, especially during discussions. Verbal
ideas were infrequent and not especially original. His collage design

using squares was interesting.

Bobert (16)
Robert is a small, quiet boy with fine delicate features. He is a .

member of a very large family. His father is a N. Y. C. fireman. He is
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an average student, somewhat slow to respond.

I, D In . (Scoress 9 positive, 3 negative.) Robert
was easily distracted by others, and so some of the recorded responses
began positively but ended in a negative direction. Although self- |
conscious at first, he participated well and became more absorbed at
later sessions.

II P n. (Scoress 16 positive, 1 negative.) Positive
responses were recorded largely in the areas relating to rhythm. He became
more involved as the music or drum grew in intensity. His art work
revealed a consistent delicacy, order and sincerity. He was more
responsive to the qualities of textures than most of the boys.

I1I, Observation, (Scores 4 positive.) Robert participated little
in class discussion. He tried to give what was requested, and followed along
with the thinking of the class, occasionally contributing an observation
of a similar nature to cne being discussed.

Recogn n C . (Scores 3 positive.) Except
for a sense of order exhibited in his art work, there was little evidence
of awareness of aesthetic components.

Y, COriginality. (Scoress 9 positive, 1 negative.) Robert's originality@rf
was most evident in his contributions of variations on movement patterns. "
When exploring movement with the group, he often found new ways tﬁ do
something, but he might loose the idea to follow someone else if the
investigator did not focus attention on his movement.

VI, Agility of Movement. (Score: 15 positive, 1 negative.) The large number of
recorded responses in this area for a boy who generally contributed little
to class discussion may be indicative of the fact that his agility in

movement gave opportunity for creativity which self-consciousness of other
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factors blocked on the verbal level.

Surmary statement of the investigators Robert 1s a quiet boy, who
wae sometimes self-conscious. When he n1et% himself go" however, he was
responsive, sensitive to music and original in developing movement patternse. ;
He had a strong sense of rhythm. He did not assert himself in group ;
discussions, but he had good ideas in movement which too often got lost |
as he followed others.

ma a b - rder a | a .
Robert responded slowly in most areas, academically, creatively and physically.

He was too easily distracted by classmates' opinions and looked to others

for ideas. He had a willing and cooperative spirit, and tried to give
what was requested in his responses. During the course of these sessions,
he became less self-conscious. His best responses were to changes in
volume and tempo. The more exciting the music or drum became, the more
deeply he became involved. He was somewhat more responsive to qualities

of texture than to line or color.

! ) a £ n — I e o
Robert's attention was fairly well focused on the aciivities, althcugh he
was nd vocal in contributing ideas. He was particularly responsive to

rhythm changes.

Dyane 7

Duane is a serious, intense boy, known to be a consgcientious studeht
and a natural leader. His father is a statistician. Duane moved to
another school district in the middle of the term. His records are
incomplete.

I, De In . (Scores 17 positive.) From the initial

interview on, Duane's responses were decidedly positive. He worked with
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great concentration, and became completely absorbed with anything he was
involved with. He left when only half of the sessions had taken place,
and thus observations were recorded for only 16 of the 31 sessions.

I1, Sensory Perceptiont (Scoress 35 positive, 1 negative.) Duane
responded strongly to rhythm, to qualities of movement, to line and to
sound. He was particularly adept at dramatic improvication, apparently
®)iving the part"™ he enacted with intense feeling response.

III, Obgervation. (Scores 8 positive.) Duane had keen powers of
observation. He was able to see relationships and to make associations
relevant to anything under\discussion. This was particularly noticeable
in his remarks about qualities of movement, e.g. a swing movement reminded
him of ™shooting baskets," a bouncy movement, of a “clown in the circus.”

IV, Reco n of Aesthetic Components. (Scores 0.) Sessions which
gave opportunity for responses in this area were not given while Duane
was in the class. However, his finger-painting and drawings gave evidence
that there was an awareness of rhythm as perceived visually 2s well as
through auditory or kinesthetic senses.

V, Originality. (Scores 13 positive.) Dua..2's responses indicated
that he was dependent upon no one for his ideas. He was able to absorb from
hig environment, to integrate experiences in his own way, ard to develop
his own personal responses to them.

VI, Agility of nt. (Scores 12 positive.) Duane had good -
coordination, and many responses were of a "strong” nature.

Symmazy statement of the jnvegtigator. Duane was an outstanding chlld
during the short time he worked in these sessions. He absorbed everyth;ng
that he was exposed to, and it seemed to become a part of him. His

responses indicated sensitivity to feeling qualities, as well as
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intellectual grasp of ideus. He was iree of self-coneciousness, and did
everything with sinceriiy. He was a natural leader, and his moving

to another community was a loss to the class. (Observer-recorders did
not write summary statement for Duane since he was not present at the

end of the sessions when this was done.)

Manuel (18)

Manuel is a good-looking, dark boy with round face and flashing black

eyes. His father is a construction worker of Portuguese extraction. He -

‘, is a good student.

’ I, Degree of Involvement. (Scoress 28 positive, 4 negative,) There
|

|

|

e

are many recorded responses for Manuel, since he was a child that did not
go unnoticed. His attention and involvement were erratic, being very
concentrated at times, and easily distracted at other times. He sought
the attention of his classmates, and preferred working with a partner in @
improvisations. Working with Duane, he was concentrated and serious. |
Working with David often resulted in clowning or over-acting.
I1I1. Sensory Perception. (Scores: 21 positive, 3 negative,) Manuel
was most responsive to the qualities of sound. His interpretation of the
*gydlo™ music as a "“giant crying™ had great intensity and sincerity (see

Chapter VII). His self-accompanied movement study about the fireman also

B At A . G T =

revealed a sensitivity to the emotional quality of sounds. His strongest

reactions came through dramatic pantomime.

III, Observation, (Scorez 37 positive.) Manuel was very observant,

often pointing out relationships of similarities and differences without

solicitation from the investigator. He made more associations than any

other child in the class, most of them being relevant and perceptive.

IV, Recognition of Aesthetic Components. (Scores 12 positive,) Manuel




190

grasped ideas quickly, and was able to relate them to other ideas. Thus,
he demonstrated, in daiscussion, some understanding of concepts such as
theme and variation, or visual rhythm.

Ve, Originality. (Scoress 12 positive, 1 negative.) Manuel was never
at a loss for an ldea. His drawing was rich in contenty his conversation
was colorful.

VI, A . (Scoret 2 positive.) Manuel was more
frequently observed in verbal contributisns or dramatic pantomime than
in activities involving pure movement.

§gmmg;1_5;g1gmgg;_gf_;hg_;g!ggjigg;g;; Manuel is a lively boy with a
great deal of feeling. Occasionally, when he was concentrated, this came
through in his movement responses (the "giant crying," the fireman). He
did not always give himself to the situation completely, and was some times
distracted. His grasp of concepts wés good, and many of his verbal re-
sponses showed insight. He had a great capacity for making associations
and showed keen powers of observation of his enviromment.

Summary statement of the first observer-recorder (classroom teacher).
Most of Manuel's reactions were strictly boyish in nature, dealing largely
with soldiers, giants. and magicians. He could become deeply involved at
times, often more so ir he had a partner working with him. He sometimes
strayed from the task at hand, and it was not often that he was absorbed
to the point where he was unaware of what was happening in other parts
of the room. He had a strong response to color and to qualities of sound.

ary st n d ob - xde nc er
Manuel's responses have been erratic, and attention often spotty, but
enjoyment was evident all of the time. His feeling responses to kinesthetic

sensation became somewhat more apparent, his rhythmic responses strongere
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He was keenly obgervant of differences and similarities, as evidenced
by his comments and ideas which departed from the stereotyped frequently.
There was evidence, during these sessions, of creative thinking being

stimulated and develnped.

Eddie (19)
Eddie is a tall, quiet boy. His father is an office worker. Eddie
is a good student with a keen interest in American his tory.

I, Degree of Invo . (Scores 14 positive.) Involvement came

slowly to Eddie, but, on occasion, he became absorbed. At these times
he often continued to respond past the required time.

II, Sensory Perception. (Scores: 13 positive, 4 negative.) Eddie's
sense of rhythm seemed to improve considerably as the sessions progressed.

He responded little to qualities of line, color or texture. Qualities of

] sound evoked positive responses, In one instance he did a movement inter-
| pretation to the block tones in which the sharp quality reflected the
quality of the sound. He expressed a great deal of feeling in a dramatic
improvisation about his anger when his brother teased him (see Chapter X).
III. Ohservation: (Scoress 5 positive, 1 negative.) Eddie rarely
contributed to class discussion. The few associations recorded were not
indicative of feeling responses e.ge. a line drawing was interpreted as 2

*map of the United States," the color "red" reminded him of an apple.

IV, Recognition of Aesthetic Components. (Score 5 positive.)

A few positive responses in later sessions revealed a recognition of
change in dynamics. Little sense of form was evident in his art work,
but his writing interpreting music was well-organized.

V, Originality. (Sccres 2 positive.) Eddie was ovviously a "follower"

and he remainec so for most of the sessions. He was capable of original
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ideas in movement, however. He was selected to demonstrate his "Irish
jig®™ on St. Patrick's Day, and he did some original movement using
numbers as floor patterns. Most of the time, he became involved with
a partner from whom he took direction.

VI, Aqility of Movement. (Scores 6 positive.) Eddie was observud
as absorbed in movement exploratim during class sessions when attention
was not focused upon him.

Summary statement of the investigator. Eddie is a quiet, shy boy
who rarely asserts himself. He developed well in rhythmic perception,
and was capable of original ideas in movement if nc¢ one was watching
him. However, there s a blandness about Eddie, and a lack of intensity
in everything he does, even when he is participating fully.

Summary statement of the fir bgerver-regcorder (clagsroom teacher).

Eddie, a ratner frightened, introverted boy, was generally slow to respond

with his whole gelf in most activities. When he finally caught the spirit,

he often became totally involved, and continued the movements he had
slowly generated long past the required time. He responded best to the
quieter, more unobstrusive movements that were suggested. I think he
found his first true enjoyment and acceptance of himself in responding
to musical motivation. Eddie was a child who most often "followed the
leader."

Summary statement of the segond observer-recorder (génce teacher).,
Not always focused or involved, Eddie nevertheless had many maments
where it was apparent that he was enjoying the activity. He showed
improvement that was especially noticeable in rhythmic activities,
learning to recognize pattern and dynamic changes. Like most of the'boys

Eddie was receptive to the quality of sound more than to line, color or
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texture. He had infrequent ideas, but a few good ones here and there.

' nt S 0)

Vincent is a rather heavy, dark nine—yearwdld. Vincent was placed
with younger children since he had recently arrived from Italy, and knew
no English. His father is a laborer. The family returned to Italy at
the end of the term.

I, Degree of Involvement. (Scores: 4 positivey 3 negative.) Because
of language barrier, Vincent's attention wandered when he could not understand
what was being said. He participated fully in movement activity, however,

As language mastery grew, he contributed to discussion as well.

11 nsorv Percep*ion. (Scoress 25 positive, 1 negative.) At the
3 fnitial interview, Vincent was one of the few to respond meaningfully to the
quality of line. He consistently showed interest in art activities, having
o a good awareness of spatial relationships in his collage and sculpture work
(see Appendixes G and H). There was evidence of a strong response to
qualities of sound and movement as well.

111, Obse jon. (Score: 0,) Although there was no recorded regponses
in this area, his ability to participate was an indication of his powers of
observation, since, at the beginning, he could depend little on verbal
direction.

IV. Recoanition of Aesthetic Components. (Score: 6 positive.) Vincent
was able, from the beginning, to transfer quality of line to movement
quality. In interpreting Susan's finger-painting (see Chapter VI), he
was the only member of the class to sense its sharp change from curves to
angles, and to express this in movement.

V, Oriainalitv. (Scores 10 positive.) Vincent's ideas, as expressed

through movement and in art work, were uniquely his owne.
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VI, Aqili Movement. (Storess 5 positive, 2 negative.) At
first, Vincent was unaklz to execute some of the movements done for

“warm-up,” due either to lack of understanding of directions, or to his

heaviness. His coordination improved as the sessions progresseda

§gmmg;y_5;g3gmgg;_gj_;hg_jggggjigg&g;. Although he gpoke very little
at first, Vincent's response in movement was géod. He showed particulai
sensitivity to quality of line. This was evidenced at the initial inter-
view and was demonstraied frequently throughout the sessions. Movement
provided a means of expression and recognition for this child who could
not express himself in language.

On the day the class worked with scarves, it was discovered that
Vincent had a natural feeling for comic movement. His improvisation of
the clown, and his comic use of the scarf brought great appreciation from
the class. After this, Vincent tried to play the clown all of the time,
thus being distracted from the focus of the lesson. His need for recognition
from the group took precedence over his natural interest and sensitivity to
the contents of these sessions. In a sense, movement gave him the
opportunity to find a place in the groupe.

Summary statement of the first obgerver—recorder (claggroom teacher).
Vincent did not always pay attentlon to the activity. It seemed as if
he did not feel himself a part 6f the group at times, probably due to the
language barrier. When he did participate, he displayed sensitivity to
line, color and shape. His art work was always interesting, and he liked
to draw during regular class time. Discovering his ability to play the
clown was probably a turning peint in his life, since it gave him a

way to become accepted by the groupe.

Summary statement of the second obgerver-recorder (dance teagher).




Vincent had been responsive from the beginning, although his involvement
and concentration were not always complete. His response to iine, color
and texture developed considerably, and with more concentration, he might
have achieved a good deal more in the way of rhythmiz perception. Vince.t
could have contributed more, I feel, if he were not having diffisulty

adjusting to a new environment.

Rosann (21)

Rosann: is a scuewhat plump, pratty, dark girl of Italian descent.
Rosann entered the class at the fourth session, due to a previous illness.

I, Degree of Involvement. (Scores 11 positive.) Rosann was quietly
attentive throughout these sessions. She was natural and unself-conscious
in her responses. Her concentration, especially during dramatic pantomime,
was so intense that she gave very convincing performances.

II, Sensory Perception, (Scores 50 positive.) All of the recorded
responses for Rosann were of a decided nature. She was particularly responsive
to qualities of texture. Many of her responses to the stimuli were
made in terms of tactile sense. Music was thus described by her as "smooth"
or "bumpy.* She was also sensitive to dynamic changes, expressing in
movement the swell and ebb of the gong, and accoipanying her own movement
well with related vocal sounds.

III, Obgervation. (Scoress 13 positive, 1 negative.) Rosann contributed
well to class discussion, often remcmbering what had been said previously
aad applying it to new situations. She made relevant associations to works
of art (see Chapter VII, Shape).

IV. Recognition of Aesthetic Components. (Score: 8 positive.) Rosann
exhibited understanding of the concepts dealt with in these sessions. She

could always be depended upon to bring the conversation back to its




relevant points.

V, Originalitys (Scores 9 positive.) Rosann'c art work and her movement

improvisations, although not unusual, showedpfeéling and sincerity, and were
distinctly her owne.

VI, Agil Movement. (Score: 12 positive.) In spite of her
heaviness, Rosann moved with coordination and ease.

Summa e £ the investigator. "osann was a sensltive and
responsive child. There was a sincerity about everything she did, and
she showed good understanding of the concepts dealt with in these sesslons.
She was a reliable participant, who absorbed a great deal and developed
considerably. Her sensitivity to qualities of sound and texture were
particularly observable. All of her responses had a quiet serenity.

Summary statement of the first observer-recorder (glagsroom teacher).
Rosann is a quiet, feeling child whose responseés were often i~ampered by
the‘recognition her best friend (Nancy} received. When she was out of
sight of her friend, her responses were deeper, more abgsorbed, and
displayed greater feeling. She liked individual attention, but never
vied for it. Her writing and verbal comments usually related most strongly
to qualities of texture, shapes and sound. She was rhythmic and moved
gracefully in spite of her chubbiness. Her movements expanded as volume
increased. She liked softness, calmness and quiet beautye.

Summa atement of the observer-recorder (dance teacher).
Rosain has shown quiet concentration throughout the sessions. Her .
response to rhythmic changes has been very satisfactory. While her
ideas were not unique or different from others;:sge‘was quick to perceive

differences and similarities. Her growth in all areas was steady.
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Lynn (22)

Lynn is a tall, attractive girl, known to be sensitive to criticism
and easily offended. Her father works in the post office« Lynn is a -
consuientious student. She was ill during the first part of the term,
and missed six sessions. |

I, Dearee of Involvement, (Sccrest 11 positive, 2 negative.) Entering
the clags late, Lynn was noticeably more self-conscious and less involved -
than the others in the first few sessions. She became more absorbed
during the sessions dealing with cd-amatic pantomime.

II r¢eption. (Score: 4 positive.) Terseness seemed to
inhibit Lynn's sensory response. She responded more fully at later sessions.
exhibiting some awareness of rhythmic change and respunding somewhat to
qualities of sound.

I11, O jon. (Score* 2 positivé.) Lynn had good command of
language, and her verbal contributions revealed a mature vocabulary,
approbriately applied.

IV, Recognition of Aesthetic omponents. (Scores:s 3 positive, 1 negativa)
Lynn's verbal comments were offen valuable contributions to class discussion,
She was eager to learn, and retained a good deal of what had been discussed,
which she recalled at later sessions.

V., Originality. (Scores 12 positive,) Lynn tried very hard to be
a leadery and often gave direction to others in small group improvisations.
Except for verbal expression, her ideas were not unique, and she remained
dependent upon others for approval.

VI, Agili M at. (Scores 1l positive.) Lynn relaxed somewhat
as time went ony and in latter sessions she displayed agility and coordination

Supmary statement of the investigator. Lynn missed several sesslons at
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the beginning due *o illness. and perhcps this hampered her responieés.
She was noticeably more self-conscious and less spontaneous than the others
in the class. She tried hard, and had a good intellectual understanding
of the concepts considered in these sessions. She had a good command
of language, expressing ideas well and with good vocabulary. There
was an over-anxiety to please in Lynn's manner which inhibited her feeling
response, Her dramatic pantomime was her strongest area of response,
which was generally true for other strongly verbal children.

WMQWMLWM
Lynn is a somewhat self-centered child, whose long illness this year
prevented her from forming the relationships with othier children that
che so desires and needs. She constantly strived for perfection, and
was dependent upon adulte for approval. She was able to respond more to
the gentler, quieter motivations than to any involving noise or confuslons
She participated timidly and uncertainly at first, but gained some con-
fidence as she found acceptance., Any time that another child watched or
followed her, she was pleased, and became more intent. Although still
dependent on others' ideas to a large extent, she did express herself
verbally in an originsi way. Her movements seemed restricted for feaf
that they were not "right."™ Her art work was tight also. Lynn worked
hard and was eager to learn. I think more of thls kind of activity
would helpher gain some of the independence she needs.

t the nd ob ~-re a agher).

Lynn has developed to a marked degree, from extreme reticence to obvious
enjoyment and eagerness to contribute ideas. Recognitlon of rhythmic
changes increased gradually, as did feeling response to kinesthetic

sensation. Berception of detail and observation of similarities and
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differences also developed considerably.

Summary of Profiles

As can be seen, the children's responses to the program were individual

f in nature, and related to their own over-all behavior pattern and general

style. Distinct develonment in various kinds of aesthetic responses was

noted for many of them.

A statement of observed patterns applicable to the class as a whole

will be found in the following chapter.

L i AT PTG




CHAPTER XII
SUMMARY, CONCLUSIONS AND IMPLICATIONS

This study describes a program in which movement is used to develop
aesthetic concepts in primary grade children. The first five chapters
of the report of the study gave the philosophical framework from which
the program evolved. The next five chapters described an action-study
with second-grade children, and responses were jisolated which related
to selected components of aesthetic experience.

The program itself, evolving from the theoretical roots previously
established, is the end-product of the research., Its evaluation was made
in texms of the individual gfowth of the children involved, based upon
records of their responses, and upon the judgment of the investigator

and trained observers.

Summary of the Philosophical Framework

The literature on the nature of aesthetics was reviewed with
particular emphasis given to descriptions of the element: that make up

aesthetic experience. Aesthetics wes assumed to be a wdiscipline" by

the investigator. Some basic concepts and a series of components (elements)

relating to expression in all of the arts were selected which seemed most
useful for application to the action study.

A rationale for the use of movement exploration as a way of working
with primary grade children was established, Since "key concepts" must

be presented to children in a meaningful way, the use of a multi-gensory

200
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approach with an emphasis upon movement experiences was determined to
be the avenue through which aesthetic sensitivity was to be developed
in this program.

Methods for evaluating aesthetic behavior were investigated. A
plan was devised in which responses of the children were categorized
according fo a previously-devised set of criteria which focused attention

upon aesthetic aspects of behavior. The value-judgments of the investigator

ané observers entered into the selection of incidents from the spontaneous
3 responses of the children that were appropriate to items in the established
criteria. Judgments were involved in summary statements @n which the
responses were viewed as part of the developmental pattern of the
individual child. Theref:.ore some theoretical support for the use

of subjective judgment in the evaluation of aesthetic aspects of behavior

was presented.

a A -S

A program was devised in which the following components of art were

explored.
1. Rhythm
2. Quality of sensory perception
3. Dominance
4, Pattern
5. Theme

The program was put into action with a class of second grade childrén
for a period of sixteen weeks. Sessions met for forty-five minutes, twice
a week, with the investigator being the visiting teacher in a classroom
settinge The childrenw 're involved in movement exploration, discussion,
and some art and creative writing experiences. The main focus for each
of the sessions was on one of the components listed above, but a great deal

of over-lapping occurred. The reporting of the sessions was done accord-
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ing to each component, but this was not totally in a consecutive series.
Data were collected in the form of tape-recordings of each session,
filming, art work, and writings of the children and recorded observations.
In addition to the investigator, there were two trained observer-recorders,
one being the classroom teacher, and the other an outside observer experi-
enced in dance movement and dance vocabulary. An art and a creative
dramatics consultant were also involved in the selection of materials
for reportinge.
All of the data were screesned for significant responses relevant
to the components being explored. Selections were made which were
included in the reporting of each component. Individual profiles
of each chila in the class were compiled from the data, to determine

the growth in aesthetic awareness that may have occurred.

Summary of the Findings

l. In general, the children responded with a high degree of involve-
ment to all of the sessions. They looked forward to the visits of the
investigator, participated with enthusiasm, and, in many instances,
developed a greater ability to cencentratey and to respond with feeling
to the stimuli presented. Loss of seli-consciousness, and less tendency
to distraction were observed as the sessiona progressed.

2. The strongest area of response was to rhythm. This was true
for the class as a whole, and for some individuals particularly. Ability
to move to rhythm, to play a rhythm on instruments, to respond to it in
musics grew considerably as the children became freer in their response.
The ability to sense rhythm in visual design was less universal, but was
observed to have developed in some of the group.

3. Feeling for the quality of sound was strong for most of the class.
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Sessions dealing with response to poetry and to music were very successfule.
Creative writiqg resulting from these sessions showed evidence of children's
increased sensory perception.

4, Response to color, texture, line and shape were less marked for
the group as a whole. Some children responded strongly to one or the
other of these elements. In general, the girls appeared more responsive‘
to them thén the boys.

5. The use of a coordinating theme heightened the interest of the
children, and added to their motivation. Thematic material often evolved
from the improvisations of the childreny and, with the help of the in-
vestigator, it was developed into a sequence or a story. Children fre-
quently asked to have these story jdeas repeated.

6. The children were aware of dominance and pattern when it was
pointed out to them in various modes of expression. They responded to
dynamic qualities in music, and enjoyed the sense of order in sequence
that were developed relating to a theme. They were not, for the most part,

able to incorporate these structural aspects into their own movement

improvisations. An attempt to do so often destroyed, to some extent, the
quality and feeling-tone of the response. A sense of order was exhibited
in much of the children's art work, howevers; where no conscicus effort
had been made to produce it.

7. Many opportunities arose which allowed children to develop
keener powers of observation, and greater originality of expression. The
use of other channels of communication, in addition to the verbal, gave
many children a chance to succeed who ordinarily did not achieve as
well as others in the usual classroom situation.

8. A'carry—over to curriculum ireas of study was reported by the

classroom teacher. She was able to apply concepts of space to map-reading,
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and made frequent use, in the classroom, of new vocabulary and new areas
of interest which this study brought to children's atten#ion. In several
instances, also, the success of the children in these sessions seemed to
affect their self-concept, and to improve their general behavior and
learning ability. The relationship of movement exploration to academic
subject areas has been described previously by this investigator.l
9. From the very beginning, children evidenced individual styles

of behavior, and areas of greater sensitivity. Throughout the sessions
these styles persisted. Children responded more, and developed to a

greater degreey in areas to which they were particularly sensitive. Strongly
verbal children were able to express aesthetic concepts in language, and did
well in dramatic improvisations. Children with particularly well-
developed sense of rhythm generally displayed a rhythmic dimension in
everything they did, in movement, in playing instruments, in drawing and

in writing. Greater sensitivity to qualities of line, colory shépe or
texture were exhibited by a few children, and where particular response

was strong, it remained observable in other sessions. A child who was
sensitive in téxture, thus, responded to music with textural descriptions.

10. A high degree of agreement was found in most of the evaluations

of children made independently by the investigator and the two observer-
recorders. Often the classroom teacher (one of the observer-recorders)

was able to give new insights into a child's behavior and previous
patterns. The dance teacher (the other observer-recorder) was more

aware of the quality of movement response, but these observations fitted
into the over-all picture of the child as described by her. The summary
statements made for each child by the investigator and the two observer-

recorders were in marked agreement with each other.

1Betty Rowen Leg;nang Throuagh Movement, New York, Teachers College
Bureau of xuhlica 1on, .




B TR R ik ARG UEA T vl BTN SR P 6 e SR SR T AT KRR A S ey

205

Conclugions and Implications of the Findings

l« A program using movement to develop aesthetic concepts in primary
grade children is feasible, and has positive effects upon the aesthetic
awareness of children and upon their over-all developmental patterns.

Many opportunities are provided in such a program for children's innate
sensitivity to find expression and to be encouraged.

o. Some recommendations for future programs of this nature can be

made as a result of this exploratofy studys

a) Rhythm and the quality of sersory perception are the

components to which primary grade children: aresmost respdnsive.
Most of the time, in a program with this age group, should be
spent exploring these elements in their various manifestations.

b) Pattern and dominance should be pointed out, and some

awareness of their place in the structure of an art work
should be developed. A cons.lous application of these concepts
to children's own expressions should not be required. It 1s
believedy by the investigator, that children of this age are
not ready to incorporate these structural elements into their
natural expression, and that attempts to do so often result

in stilted responses and loss of feeling-quality. A sense of
form growing out of free expression should be encouraged.

c) A theme should be used as a focal point at times. Perhaps-
this should be done more often than in these sessions, where an
. attempt was made to stress structural components of art. But
the usual tendency for beginners in art appreciation is to
f . over-emphasize the representative and éxpressive effects.

Munro recommendss
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At first it is well for the beginner to practice

ignoring the representative and expressive effects, and

to attend only to the others....that is, effects of
colors, lines and masses in themselves. Separation can

never be sharp, but emphasis can vary. Forms must be
sought chiefly in the way expressive materials are

organized.

With young children, thematic material has greater interest,
but, even when employing a theme, the teacher should direct
the children's attention to a response to, and awaremess of
elements of forme.

3, The concurrence of the investigator and the observer-recorders
in their evaluation of the children's aesthetic responses suggests that
such methods for evaluation are valid, and need further exploration and
application. The »trained mind” of which Pole3 speaks (see Chapter V)
does have attitudes and views which seem to take form as inquiry proceeds.
Previous experiences affect the judgment of such individuals, and as
fnquiry advances, agreement among such judges is involved in the process
itself.

4. Individual styles were evidenced in children's responses through-
out this study. The implication is that more attention should be given
to the development of these individual ways of respcnding. A lesson
taught to a class affects each Ehild differently, depending on his own
outlook and particular stage of development. He should be allowed to
grow within the framework of his own individual patterny; and sensitive

teachers should be aware of his tendencies so that they can feed into his

2Thomas Munro, Scientific Method in Aegtheticgy New York, W. W,

Norton, 1928, p. 33.

3pavid Pole, C n Rati Inquiry, New York, Oxford

University Press, 196l.
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life-stream the kinds of experiences for which he is ready to respond

and which have meaning for him. This is especially true for areas of
art education. Roy Abrahamson's4 study of "visual conceiving® as applied
to the teaching of art is an attempt to move in this direction.

Studies of expressive movement, such as the one done by Allport and
Vernon,5 establish the consistency of individual styles. These'stylés
and the level of children's artistic cognition become apparent in
situations such as the ones in which the children were involved in this
present study. Opportunity for teacher observation, and consequent
attention to the development of these individual styles 1is afforded by
a program of this nature.

5. To fully appraise the value of the program described, or to
make any conclusive judgments about it, a long-term longitudinal study of
the children involved would be necessary. Often the effect of such
experiénces is delayed, and reveals itself at a much later date. If such
a program were to continue in appropriate ways throughout the grades,
what kind of adults would these children become?

6. The program described in this study should be applicable to
classes of primary children in different settings. An attempt was made,
in selecting the group for this study, to have a wide range of abilities,
ethﬁic backgrounds agd economic levels represented. This range was not
as ;xtensive as desired, but application of these ideas to other groups,

e.g. handicapped, gifted or retarded children, should prove fruitful. It

seems particularly likely that groups with limited language facility,

4Roy Abrahamson, "A Theory of Visual Conceiving as Applied to Teaching
of Art in the Elementary Schools," Unpublished Ed.D. thesis, Teachers College,

Columbia University, 1965.

S Gordon Allport and Phillip Vernon, Studies in Expressive Movement,
New York, Macmilgan, 1938.




children known as "under-achievers," or children of non-English speaking
families, might profit considerably from exposure to a program such as
the one described here.

7. There are implications of the need for further research concerned
with valid methods of evaluating and measuring aesthetic response. No
instruments were available at the time of this investigation to adeguately
graph the growth of the children. There was no way to measure the many’ .
factors and their inter-relationships related to their individual develop-
ment. The case-study method employed was adequate for describing reactions,
but further research is needed to supply methods for measuring changes in
aesthetic aspects of behavior.

8., The relationship of a program of this nature to the art and music
programs in the elementary schools should be explored. It is possible that
an integrated arts program, stressing the development of aesthetic concepts
as they apply to different modes of expression, would be desirable in the
primary grades. This could be a foundation for later study of the specialized
areas of music, art or creative dramaticse.

How such an integrated primary arts program could be put into effect
is an administrative problem. The joint efforts of curricuium worker, art,
dance and music specialists and classroom teachers would be needed to plan
it

However, it is not within tne scope of this study to make specific
recommendations for the administration of such a program. The investigator
has aimed (1) to provide a means for helping teachers to guide children's
aesthetic growth through an awareness of the structural components that
are common to expression in all of the arts, and (2) to demonstrate some

significant contributions of movement exploration to aesthetic awareness.
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APPENDIX A

BACKGROUND INFORMATION ON CHILDREN USED IN THE STUDY

Name (Fglger Nggger)

Stephen (1)
Vincent (2)
Kenneth (3)
Gary (4)
Susan (5)
Nancy (6)
Annette (7)
Lorraine (8)
David (9)
Rose (10)
RoseMarie (11)
Rita (12)
Sheree (13)
Susan L. (14)
George (15)
Robert (16)

Duane (17)

* Ethnic background not known.
were of American origin for several generations.

Ethni¢ Origins

Italian-American
German
Irish-American

German

%
*
Italian
%*

*

Italian
Italian
German

Italian

*

German

%% Information not available

Father's Occupation

Executive
Dentist
Maintenance man
Skilled worker

*%

Banker

Skilled worker
Ambulance driver
Salesman

Carpenter
Construction worker
House painter
Construction foreman
Postal employee
Baker

Fireman

Statistician

In most instances, these children
In most cases

where origin is designated, families spoke a foreign language
in the home.




Name (F Numbe
Manuel (18)

Eddie (19)

Vincent St. (20)

Rosann (21)

Lynn (22)

APPENDIX A Continued

Ethnic O

Portuguese

*

Italian

Italian

*

BACKGROUND INFORMATION ON CHILDREN USED IN THE STUDY

Father's Occupation
Construction worker
Credit Department G.E.
Laborer

L2

Postal employee




APPENDIX B
OBSERVATION SHEET
Used by Observer-Recorders and also Used to Tally Responses in

Each Child's Folder
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APPENDIX B

OBSERVATION SHEET

II.

III.

EVALUATION OF OBSERVATIONS

DEGREE OF INVOLVEMENT

de

be

Ce

d.

Does the child ighbfe outside
noises, conversation of class-
mates, etc.?

Is he anxious to continue working
beyond the allotted time?

Is his attention focused on this
activity?

Is he enjoying this activity?

INTENSITY AND SCOPE OF SENSORY
PERCEPT ION

de

be.

d.

Does he recoanize changes in
rhythm, tempo, volume?

Is there a feeling response to
kinesthetic sensation?

Is there a feeling response to
line, color, or texture?

Is there a feeling response to
quality of sound?

POWERS OF OBSERVATION

e

be

Ce

Does he notice things in his
envirorment without having the
teacher point them out?

Does he observe differences and
similarities?

Does he perceive detail?
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Name

APPENDIX B Continued

OBSERVATION SHEET

V.

VI.

d.

RECOGNITION OF AESTHETIC COMPONENIS IN
VARIOUS MODES OF EXPRESSION

-

b.

Ce

d.

ORIGINALITY AND IMAGINATION

a.

be

Ce

de.

MISCELLANEOUS

(Fill in suitable categories for
this ¢hild not included above)

EVALUATION OF OBSERVATIONS

Are associations formed from
observations?

Does the child perceive rhythm
visually?

Does he recognize pattern or the
ordering of elements?

Does he recognize change 1w
dynamics? Can he use accent
eftactively?

Does he show evidence of being
aware of line and shape when
it is not in a painting or
drawing’

Are the child's ideas his own?

Are they different from others in
the group?

Do they depart from stereotyped
responses?

Do they depart from his own
previous responses?
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004
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3 APPENDIX C

LIST OF ALL RESOURCE MATERIAL USED IN THE SESSIONS




223

APPENDIX C

LIST OF ALL RESOURCE MATERIAL USED IN THE SESSIONS

Books?

Hughes, Langston. The First Book of Rhythm, New York, Franklin Watts
and Co., 1949.

Humphreys, Louise and Jerrold Ross. Interpreting Music Through Move-
ment, New Jersey, Prentice-Hall, 1964.
Plates of Art Works

Soby, James T., ed. Arp, The Museum of Modern Art, Garden City, Double- i
day and Co., 1958. |

Canaday, John, Metzropolitan Seminarg in Art, Metropolitan Museum of
Art, 1958, selected prints enclosed in these volumes.

Selz, Jean. Modern Sculptures: Origins and Evolution, New York, George
Braziller, 1963. .

oy

Poetrys

Browr, Helen A. and Harry J. Heltman. Let's Read Together Poems, Kinder-
garten and Primary Grades, New York, Row, Peterson and Co., 1949.

Jacobss Leland and Jo Jasper Turner, ed. Merry-go-Round, Columbus,
Ohio, Charles Merrill Books, 1960.

Merriam, Eve. There' No Rhvme for Silver, New York, Altheneum, 1952,

Raubichek, Lelitia.‘ Choral Speaking is Fun, Boolk One, New York, Noble
and Noble, 1955.

Stevenson, Robert Louis. A Child's Garden of Verses, Charles Scribner's
Sons, 1905.

Picture Books of Sea Lifes

Fisher, James. Ihe Wonderful World of the Sea, Garden City Books, 1957.

Goudey s Houses from the Sea, pictures by Adrienne Adams, New York,
Charles Scribner's Sons, 1959.

Hinton, Sam. Exploring Under the Sea, pictures by Rudopf Freund, Garden
City Books, 1957.
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APPENDIX C Continued

LIST OF ALL RESOURCE MATERIAL USED IN THE SESSIONS

Huntington, H. Let! Sea e, photographs by author, New
York, Doubleday and “o., 194.

Recordss

Debussy. "La Mer§ George Szell with the Cleveland Orchestra, Epic LC 3863.

Dietrich, Sally Tobin. "Rhythmic Play," distributed by the composer, 134
Sherman Avenue, Rockville Centre, New York, 194b.

"Drums of the Yoruba of Nigeria," Ethnic Folkways Librarye.

Haydn. Symphony #94 in G Major ("Surprise"), Sir Thomas Beecham and the
Royal Philharmonic Orchestra, Columbia ML 4453.

Kreisler, Fritz. "Caprice Viennois," Francescatti Plays Kreislers
Columbia ML 5255.

Marais, Josef and Miranda. "The Bangalory Man,™ Decca 88031.

Mendelssohn. Symphony #4 in A Major (®Italian®), Leonard Bernstein and
the New York Philharmonic Orchestra, Columbia ML 5349.

Miller, Frieda. "Music for Rhythms and Dance #4," distributed by the
composer, 131 Bayview Avenue, Northport, New York.

Ravel. "Bolero," Ernest A. Sermet and L'Orchestre de la Sulsse Romande,
London 9367. i

Tipton, Gladys. "Adventures in Music,™ Grade Two, RCA Victor.

Wagner. "Ride of the Valkyries," Children's Concert Series #6, Children's
Record Guild 9016, also Chopin, Waltz from "Les Sulphides.”

Piano Scores

Thompson, John. "Varlations on a Theme *Three Blind Micej" Student Series

for the Piano, Willis Music Co., Cincinnati, Ohio.

Art Materialss

nCraft Tissue" made by Crystal Tissue Co., Middletown, Ohio.
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APPENDIX D

MOVING TO PAINTINGS IN SESSION R4
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APPENDIX D

Moving To Paintings in Session R4

"Starry Night" by Van Gogh

L

Finger Paintings of Children

o A ——— - T

Annette (7) Susan (5)

Q

ERIC

{AFulToxt Provided by ERIC T =




AFPPENDIX E
THE SOUNDS WHICH ACCOMPANIED MOVEMENT IN SESSION Q 11,
AS WRITTEN DOWN BY THE CHILDREN
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APPENDIX F
COPIES OF PLATES OF SCULPTURE BY ARP AND RODIN SHOWN TO CHILDREN

IN SESSION QP 24
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v

Ptolemy. 1953. Limestone, 40% high. Collection Mr. and Mrs, William A. M. Burden, New York

.
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{ Venus of Meudon. 1956, Bronze, 625" high.
‘ Sidney Janis Gallery, New York ‘

Tt W A g8 eI

rAy

S >

st U

; .
T— \ . : Y
1 . ‘3 .
yron . . . v e [ “ ¢ g 3
\ Bk oot o+ . s ) N . . . T ATE o amdadaM \\l':.‘x\\r:,. y
Al
. .
0 R
M

' ERIC | ~ |

Aruitoxt provided by Eic:




B e o = s — oL e T -

235

APPENDIX G

SCULPTURE MADE BY CHILDREN IN SESSION QP 24




APPENDIX G

Sculpture Made by Children in Session QP 24

RoseMarie (11)
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APPENDIX H

COLLAGE MADE WITH PATTERNS IN SESSION P29




APPENDIX H

Collage Made With Patterns in Session P29

David (9)

George (15) Susan L. (14)
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