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Preface

7

This book presents an up-to-date theoretical and methodological review 
of Nordic visual arts research. It is based on papers that were presented at 
the Symposium on Traditions and Methods in Research in Visual Arts Ed
ucation, held in Tisvildeleje, Denmark 1996. In addition, records of Nordic 
researchers and research students, national bibliographies and some inter
national perspectives have been included. The symposium was organized 
by the Network of Nordic Researchers in Visual Arts Education. The Net
work, the symposium and the book will be presented in the Introduction.

Here I wish to express my gratitude to those who have made this report 
possible. First there are the contributors who promptly responded to my 
rather detailed peer-review by making minor or more extensive revisions. 
After the papers were returned, their English was examined with meticu
lous care by Ms. Lynn Stevenson at the Stockholm Institute of Education, 
International Office.

I especially want to thank the non-Nordic contributors, Brent Wilson, 
USA, and Otfried Scholz, Germany, for sharing their research and opin
ions. Arne Marius Samuelsen, Kristian Pedersen and Inkeri Sava were help
ful in preparing the national records of researchers, books and papers.

Being part of the series The Stockholm Library of Curriculum Studies, 
published by the Stockholm Institute of Education, the book will hopefully 
reach its intended readers such as students who are preparing their degree 
papers or just want a review of the field, research students, teacher trainers, 
Nordic and non-Nordic research colleagues and other persons with an in
terest in the field of the arts in school.

Financial support was provided by The Stockholm Institute of Educa
tion (Department of Visual Arts, Drama, Physical Education, Music; The 
International Office) and The Nordic Academy for Advanced Study in Oslo. 
The University of Art and Design in Helsinki (Department of Art Educa
tion), The Royal Danish School of Educational Studies in Copenhagen (De
partment of Aesthetic and Media Education), Oslo University (Department 
of Education in the Arts) and half a dozen other Nordic institutes in higher 
education backed the publication by preordering copies of the book.

Lars L indström
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Lars Lindström

Introduction

This book is a report from  the Symposium on Traditions and Meth
ods in Research in Visual Arts Education in Tisvildeleje, Denmark, 
12-14 June 1996, organized by the Network o f Nordic Researchers in 
Visual Arts Education. The Network was founded in 1994 in order to 
stimulate improvements o f  Nordic research educational programmes 
and to initiate and strengthen co-operation between researchers in 
visual arts education. Lars Lindström, who initially co-ordinated these 
activities together with a group o f Nordic associates, presents the 
history o f the Network, the symposium on Nordic research reported 
here, and the organization and content o f the report.

Visual arts education is quite a new object of research in the Nordic 
countries. There is an increasing interest, however, in studies on this topic, 
both among young researchers and students in higher education. During the 
last decade, more than a hundred visual arts teachers have qualified them
selves, by taking courses of one or two years’ duration, for entering a re
search educational programme. During the same time, about twenty doctor
al students have presented dissertations within this area of research, not 
only at departments of education but also at departments of art history, psy
chology, and child studies.

Professional organizations
In 1982 already, the Nordic Institute of Visual Arts Education (Nordiskt 

Bildpedagogiskt Institut, NBI) was founded in order to encourage further 
contacts between art teacher training colleges in the Nordic countries and in 
order to initiate and support co-ordinated programmes of educational de
velopment. In 1996, the activities of this institute were discontinued; it was 
replaced by a more loosely organized network of teacher trainers in the 
visual arts. European research conferences, including non-European partic
ipants, have been arranged in Västerås, Sweden, 1988, and in Tampere, 
Finland, 1992, under the auspices of the International Society of Education 
Through Art (INSEA). Nordic researchers and research students are regu



1 0  N o r d ic  V is u a l  A r ts  R e s e a r c h

larly presenting projects at European and international conferences arranged 
by INSEA organizations.

For a few years, the Nordic Educational Research Association (Nordisk 
Förening för Pedagogisk Forskning, NFPF) has a special interest group for 
aesthetic education (visual arts, music, drama, dance, etc.) that arranges 
sessions about research in related fields at the annual meetings of the asso
ciation. In Norway, art is combined with carpentry and textile handicraft 
into a subject called “forming.” As a consequence a few art teachers are 
members of the Nordic Organization for Slojd, Forming and Doudji (i.e. 
Laplander handicraft) (NorFO), a network arranging annual meetings fund
ed by the Nordic Academy for Advanced Study. In 1994, an arts session 
was established at the annual meeting of the Association for Teacher Edu
cators in Europe (ATEE). The 1995 meeting was held in Oslo.

Not one of these individual organizations may provide a meeting place 
for all Nordic researchers and research students in visual arts education. 
They are either international (INSEA, ATEE) or address special groups 
such as teacher educators (the network replacing NBI), researchers in edu
cation (NFPF) or teachers oriented towards handicraft (NorFO).

The Bräkne-Hoby research course
In the summer of 1994,1 organized a Nordic research course in art edu

cation called Art, Cognition and Curriculum: Changing Conceptions in the 
Philosophy of Art and Cognitive Science and Their Implications for Art 
Education. The course that was held in Bräkne-Hoby, Sweden was funded 
by the Nordic Academy for Advanced Study. It attracted 29 participants, 
including 22 research students, five Nordic senior researchers and two inter
national guest lecturers (Judith Koroscik and Arthur Efland, Ohio State 
University, USA). The participants represented all Nordic countries with 
three from Denmark, seven from Finland, one from Iceland, five from Nor
way and five from Sweden as well as one from Estonia and two from the 
United States.

The participants were associated with a dozen Nordic institutes in higher 
education with postgraduate students. Those most well-represented were 
The University of Art and Design in Helsinki, Department of Art Education 
(7 participants); The University of Copenhagen/The Royal Danish School 
of Educational Studies (4); The Stockholm Institute of Education, Depart
ment of Visual Arts, Drama, Physical Education and Music, and Depart
ment of Child and Youth Studies (4); and The University of Bergen, De
partment of Art History and Cultural Science (2).

This was the first time that research students and researchers from all the
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Nordic countries and from teacher education as well as university depart
ments came together. The encounter of different research traditions with 
reference to methods and theoretical frameworks led to an extraordinarily 
fruitful exchange of ideas and suggestions for Nordic resarch projects. As a 
result the idea was put forward of starting a Nordic network for research in 
the visual arts. Such networks already existed for media education, music 
education, handicraft (slöjd) education, etc.

The aims of the network
A working group was elected, consisting of Lars Lindström, The Stock

holm Institute of Education (co-ordinator), Kristian Pedersen, The Royal 
Danish School of Educational Studies, Copenhagen, Inkeri Sava, The Uni
versity of Art and Design in Helsinki, and Arne Marius Samuelsen, The 
Teachers College of Telemark, Notodden, Norway. The group met in 
Copenhagen 17-18 January 1995 in order to investigate the prospects of a 
network and to prepare an application to the Nordic Academy for Advanced 
Study (NorFA) for funding of the initial activities.

There was an agreement that a network of Nordic researchers in the vis
ual arts education should have the following aims:
• To compare programs for research education in the Nordic countries, to 

discuss general principles that are guiding such programs and to imple
ment necessary changes on a national level.

• To initiate co-operation between institutions that offer research educa
tion in visual arts education.

• To facilitate co-operation between researchers in visual arts education, 
for example by providing opportunities for research students to use 
researchers from universities and institutes of higher education other than 
their own as advisors or consultants.

• To develop channels for exchange of information on research in visual 
arts education.

Workshops and symposia

The Network received funding from NorFA to support activities during 
the first three years. In 1996-97, the annual grants were administered by the 
Stockholm Institute of Education; in 1998 the administration was taken over 
by the Royal Danish School of Educational Studies, with Kristian Pedersen 
replacing Lars Lindström as the principal co-ordinator. The modes of work 
have consisted of preparatory meetings, workshops and symposia.

Each year either a smaller workshop around doctoral dissertations in
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progress (approx. 20 participants) or a symposium about a particular sub
ject, with approx. 30 participants, has been arranged. All meetings so far 
have lasted four or five days. The events have been circulated between re
search sites in the Nordic countries. Consequently, the research course in 
Sweden 1994 was followed-up in 1995 by a workshop in Finland and in 
1996 by a symposium in Denmark. In 1997, a symposium took place in 
Lithuania; this is to be followed, in 1998, by a symposium in Norway and a 
workshop in Denmark.

The first workshop was held in Helsinki, 28-31 August 1995, at which 
dissertations and research projects in progress were presented (organizer: 
Inkeri Sava). The common theme to be discussed was Artistic-Aesthetic 
Learning Processes as a Basis for Art Education. Doctoral students received 
comments on their work by researchers outside of their own institute and 
discussed selected problems with all participants in the workshop. General 
theoretical and methodological issues were explored in lectures and semi
nars.

The Copenhagen symposium 1996 will be presented below. The 1997 
Nordic symposium was organized by Karin Aronsson, Linköping Univer
sity, and took place in Vilnius, Lithuania, 23-27 April 1997. Its theme was 
The Cultural Context: Comparative Studies of Art Education and Children’s 
Drawings. Maureen Cox, UK, Bernard Darras, France, and Brent Wilson, 
USA, attended the symposium together with about twenty Nordic and ten 
Baltic research students and researchers. A report from that meeting has 
been prepared for publication in 1998, in the series The Stockholm Library 
of Curriculum Studies.

In 1998, a symposium called From Philophy of Aesthetics into Arts Ed
ucation (organizer: Arne Marius Samuelsen) and a workshop on IT-tech- 
nology in Visual Arts Research (organizer: Kristian Pedersen) will be held 
in Oslo and Copenhagen respectively. The IT workshop will focus on IT as 
a tool in research for data collection, analyses, communication, etc.

Symposium on Nordic research

A symposium on Traditions and Methods in Research in Visual Arts 
Education was held in Tisvildeleje, outside of Copenhagen, 12-14 June 
1996 (organizer: Kristian Pedersen). This meeting is reported in the present 
proceedings. Its aim was:
• to review current research themes in the Nordic countries (e.g. the histo

ry of art education in different Nordic countries, aesthetic activities and 
learning processes in an educational context, the aesthetic activities of 
children and youth in their leisure time, Nordic traditions and identity
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issues in the aesthetic field, gender issues in art education, approaches to 
the study of art history and criticism, etc.)

• to review research paradigms (e.g. theories of socialisation and situated 
learning, hermeneutics and phenomenology, the researcher’s subjectivi
ty and the contextualization of data, art understood as a pictorial lan
guage, etc.)

• to review research methods (e.g. criticism of historical sources, evalua
tion of educational programmes, classroom research, in-depth interviews 
and questionnaires, analysis of video recordings, studies of critical 
events, ethnographic methods, philosophical investigations of concepts 
and traditions, research reviews, formative approaches leading up to hy
potheses, longitudinal and comparative studies, etc.)

• to examine which clusters of themes and methods are represented in the 
Nordic countries and to see how these are distributed among institutes of 
art educational studies.
In recent years, the development of a sociocultural perspective on chil

dren’s and young people’s aesthetic learning processes and activities has 
been a characteristic of several research sites in the Nordic countries (e.g. 
The Royal Danish School of Educational Studies, The Department of Child 
Studies at Linköping University, etc.). One of the foremost representatives 
of this perspective, Brent Wilson at Penn State University, USA, was there
fore invited to the symposium as a keynote speaker. He stayed during the 
whole week as a commentator on the presented papers and as a partner for 
informal discussions with research students.

In addition, the symposium was attended by 25 participants from all the 
Nordic countries, including Iceland. Six of these are post-doctorates (Fin
land: Inkeri Sava, Marjatta Saarnivaara; Sweden: Karin Aronsson, Lars 
Lindström; Denmark: Ingelise Flensborg, Anne Maj Nielsen). Another two 
are senior researchers and research administrators (Norway: Arne Marius 
Samuelsen; Denmark: Kristian Pedersen). Institutes with research in visual 
arts education were well represented.

The participants were encouraged to bring either a research review or a 
paper that took its starting point in a research project and then widened the 
scope to include general considerations concerning traditions, paradigms 
or methods in Nordic art educational research. Most participants presented 
a paper. The majority of the papers dealt with broader research issues, me
thodological approaches and theoretical perspectives or paradigms that 
characterize research at those institutes that were represented. A few pres
entations also included a review of national research programmes in the 
visual arts. Those are the papers included this report, with only a few addi
tions and removals.
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Presentation of the report

The report is divided into four main parts, one for each country that pre
sented papers at the symposium. In addition, there is an introductory sec
tion with a paper by Brent Wilson and an appendix. The report is organized 
in a geographical rather than a thematic fashion, thus reflecting the order in 
which papers were presented at the symposium. After each national part, 
there is a record of researchers and research students in art education as 
well as a national bibliography listing some important research publica
tions in visual arts education.

The introductory paper by Brent Wilson, a professor of art education at 
Penn State University, elaborates on some of the points made in his keynote 
speech. It deals with issues that each programme evaluator should consider. 
In addition, he gives a fascinating account of the development of disci
pline-based art education (DBAE) in the USA from the late 1980s until 
today and makes some policy statements of general interest.

The national papers offer a representative view of the similarities and 
differences in research foci, paradigms and designs between different Nor
dic countries. The Finnish part is introduced by Inkeri Sava who shares her 
personal experiences of the great shift in educational philosophy that took 
place in the 1970s and then goes on to discuss its impact on research in art 
education. She concludes with a few remarks on the relevance of research 
to art education. In a thought-provoking essay, her colleague Marjatta Saar- 
nivaara then sheds new light on the much discussed issue of whether the 
researcher should allow herself to be personally involved in her research. 
By raising questions rather than offering answers, both these essays awake 
the curiosity of the reader in art educational research.

The other Finnish participants discuss their current research on a licenti
ate or a doctoral level. Martti Raevaara presents multiple approaches to the 
study of critique sessions and the artistic learning taking place during them. 
Martina Paatela-Nieminen discusses some methodological implications of 
an intertextual view of pictures and art works. Like Pirkko Pohjakallio and 
Tarja Kankkunen, she considers interactive multimedia (CD-ROM) to be a 
useful research tool. Pohjakallio describes an art education history project 
and Kankkunen is interested in what teenager’s pictures can tell us about 
the process of becoming a young man or woman.

The Danish part starts with an account by Kristian Pedersen of how, 
during the last twenty years, a foundation was laid for research, curriculum 
development and transformation of art education in Denmark. The influ
ences of Wolfgang Klafki and others, mainly German and Russian schol
ars, are described. Pedersen’s colleague Ingelise Flensborg introduces dif
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ferent approaches to development work used at the Royal Danish School of 
Educational Studies. The role of the researcher varies from being a silent 
observer to being a participant during all stages of an activity. Anne Maj 
Nielsen presents a multidimensional approach that she and her collabora
tors developed in order to study children’s pictorial activity.

The Swedish part begins with a paper by Lars Lindström that offers a 
comprehensive review of research studies in art education against the back
drop of shifting philosophies and curricula. Two research traditions have 
dominated the field: child psychology, often connected to an educational 
philosophy emphasizing “free creative activity,” and picture analysis, close
ly linked to a philosophy focusing on visual communication. A recent revi
sion of the former perspective, in terms of Mikhail Bakhtin’s dialogism, is 
presented by Karin Aronsson. The so-called pictorial language paradigm is 
further analysed by Kenneth Karlsson.

As an introduction to the Norwegian part, Liv Merete Nielsen presents 
some recent trends that make it easier for the so-called reflective practition
er, i.e. artists, art teachers and teacher trainers with a theoretical interest, to 
enrol in an academic research programme. Arne Marius Samuelsen contin
ues by making a short review of Norwegian research in art education, its 
accomplishments and shortcomings. He finds that research in the field of 
art education tends to focus on one of three major issues: (a) curriculum 
studies, (b) shape, colour, composition, and (c) materials, tools, techniques. 
Finally, Kari Carlsen presents the framework, findings and problems of a 
national evaluation project.

In an appendix, Maria Berg-Marklund shares her personal impressions 
of the Nordic symposium in Denmark and her views on what are the impor
tant issues to address. The last two contributions focus on art educational 
research in Germany. It struck me that the current phase of Nordic research 
in art education bears similarities to the situation in West Germany twenty 
years ago. In 1979, Lars Lindström had the opportunity to make an inter
view with Diethart Kerbs and Otfried Scholz in Berlin. This interview is 
reproduced here. Although history teaches us that we never learn from his
tory, I asked Scholz, who is involved in comparative research on art educa
tion, to read it through and write a commentary for this volume on the last 
twenty years’ development of art educational research in Germany. I appre
ciate his positive respons.

This review of Nordic visual arts research testifies to the variety of ap
proaches and the theoretical ambitions among the few established research
ers as well as a generation of young research students. The reader will find 
little dogmatism as regards theoretical perspectives and methodological ap
proaches. However, the British pioneer in art psychological research, Nor
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man Freeman, reminded me lately that the first generation in a new field of 
research often has to fulfill the function of suicide pilots. The next genera
tion will profit from their mistakes and be able to advance on a more solid 
foundation.

If there is a problem today, I think it is related to the fact that some 
students place too much belief in the power of authority figures and fash
ionable discourses in much the same way as a former generation overly 
relied on statistical power for underpinning their arguments. When all is 
said and done, neither F  ratios nor name dropping will replace the need for 
clear, precise and consistent thinking. However, Arne Marius Samuelsen in 
this book observes a comforting trend in that students, in Norway at least, 
no more feel obliged to ”quote Malcolm Ross, Flensburg, Kolb, Madsen or 
Johnson or relate themselves to hermeneutics and phenomenology— what
ever their own areas of research might be.” There is an emergent consensus 
that ”the theory must be relevant to the solution of the problem.”
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Brent Wilson

From Formalist to Pragmatic Forms 
of Art Education

From 1988 to 1996 Brent Wilson, professor o f art education at the 
Penn State University, evaluated professional development programs 
in discipline-based art education (DBAE) all over the United States.
In this fascinating account, he gives an insider’s view o f  DBAE’s quiet 
evolution, that is, an evolution brought about by thousands o f indivi
duals in regional institutes without much publicity. In the most suc
cessful classrooms, the art disciplines were used in a pragmatic and 
flexible way to help students acquire the special knowledge o f them
selves and their worlds that is revealed by works o f  art.

When the American oil billionaire J. Paul Getty left a portion to his es
tate to the Getty Trust, the Getty Center for Education in the Arts (now the 
Getty Education Institute for the Arts) was established. In the early 1980s 
consultants to the Getty advised the Institute’s director not to create some
thing new, but just to help art educators do better what they were already 
trying to do. Art educators explained that they were attempting to imple
ment a more broadly based and substantial form of art education than was 
currently being taught in most of the nation’s schools. American art educa
tion in the early 1980s was characterized by two strong modernist para
digms: (1) a formalist conception of art based on a narrowly contrived set 
of elements and principles of design, and (2) creative expression activities 
assumed to facilitate students’ cognitive and emotional development.

The type of art instruction the Getty Education Institute was advised to 
adopt came to be called discipline-based art education or DBAE. This com
prehensive art education had been discussed, but seldom practiced, in art 
education since the early 1960s.

The genesis of a reform initiative
Discipline-based art education grew out of a school reform initiative of 

the 1960s based on the ideas of Jerome Bruner (1960). Bruner proposed 
that rather than simply learning facts about school subjects, students should
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be given “an understanding of the fundamental structure of whatever sub
ject we choose to teach” (1960, p. 11). Bruner’s ideas about the structure of 
academic disciplines as the basis for educational reform entered art educa
tion in 1962 when they were expanded upon by Manuel Barkan at The Ohio 
State University. Barkan pointed to the other art disciplines, which, in addi
tion to art making, had the potential to broaden the content of art education:

There is the very strong probability that in the next several years, 
we will witness renewed and energetic attention to the teaching of 
insightful observation of works of art. It will not come in the form of 
art appreciation... Rather, this renewed energy will be apparent in the 
creative development of teaching materials and courses in art history 
and art criticism (1962, p. 15).

The social and educational climate of the 1960s and 1970s was not con
ducive to a rigorous disciplined approach to visual art education, however. 
Because art instruction based on the content and inquiry processes of the 
artist, art critic, art historian, and aesthetician required knowledge, insight, 
and understanding that most teachers of art did not possess, the movement 
in the 1960s was limited to a few models and experimental studies that 
found their way into the literature of art education (Eisner, 1968; Wilson, 
1966). Nevertheless, a small number of curriculum developers, research
ers, evaluators, and theoreticians in art education continued to work with 
Bruner’s and Barkan’s ideas and a few university art education programs 
prepared art teachers in comprehensive approaches to art education. Most 
teacher education programs, however, continued to be focused primarily on 
personal and creative development through art making.

A reform initiative’s second chance

When the Getty Center for Education in the Arts, working with art edu
cational consultants and evaluators in the 1980s, adopted the idea of disci
pline-based art education and suggested its current name, the problem of 
preparing the field for comprehensive forms of art education was just as 
great as it had been when the idea was first introduced in the 1960s (Beyond 
Creating, 1985; Clark, Day, Greer, 1987). In the 1960s and 1970s the initi
ative failed for a number of reasons. There were few practical models to 
follow, the field lacked a critical mass of individuals who might alter the 
culture of art education, and financial resources needed to underwrite a mas
sive change initiative did not exist. If this promising form of art education 
was to be established in American schools in the 1980s and 1990s, there
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were two major challenges: first, to develop new forms of art education 
curriculum and instruction that were fully discipline-based, and second, to 
implement and sustain the new comprehensive art educational programs in 
schools across the nation.

Implementation of complex new forms of art education called for enor
mous changes. Educators had to change their beliefs about the role of art in 
education; learn to create, interpret, and evaluate works of art in new ways; 
and implement entirely new art programs. Because the comprehensive form 
of art education based on the disciplines of art was so different from most 
existing forms of art education, its introduction into urban, suburban, and 
rural school districts provided one of the most challenging tests of educa
tional reform imaginable. In the United States there is no national curricu
lum and no central regulation. Education is under the control of fifty indi
vidual states and fifteen-thousand local school districts. Educational change 
is achieved by persuading local school officers and teachers to adopt new 
ideas and pedagogical strategies. The fact that the DBAE change initiative 
was conducted on such a broad scale and that the change process was so 
carefully monitored, make the Getty initiative an important case study of 
educational reform.

In 1988 I was asked to evaluate Getty Education Institute Regional Insti
tute Professional Development Programs. Between 1988 and 1990, six pro
grams were developed in Florida, Minnesota, Nebraska, Ohio, Tennessee, 
and Texas. These six institutes were a direct outgrowth of the Los Angeles 
Institute for Educators on the Visual Arts, a professional development and 
curriculum implementation project designed to improve visual arts educa
tion in 21 Los Angeles County school districts. The Los Angeles Institute 
was established in 1982 by the Getty Center as its first sustained profes
sional development project.

By 1996 the six institutes had multiplied into more than two-dozen area 
site institutes that provided professional development programs in disci
pline-based art and arts education to personnel from nearly 400 school dis
tricts in 15 states. In addition to funds granted by the Getty Education Insti
tute to run these programs, during the first six years of the project the re
gional institute programs and cooperating school districts raised nearly $15 
million dollars beyond the $5 million the Getty Center provided to the re
gional institutes in order to facilitate the DBAE change initiative.

The function and practice of evaluation: a set of principles

When I agreed to evaluate the DBAE regional institute projects, one of 
the first questions I asked was, in effect, “What are these institutes for?”
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“Have regional institutes been created to implement conceptions of DB AE 
and teaching practices currently being used in Getty Center-sponsored 
projects?” “Or, do these projects exist for the purpose of creating new con
ceptions of DBAE and experimenting with new instructional practices?” 
My initial observations led me to conclude that some of the institute direc
tors thought that they were supposed to replicate and implement the form of 
DBAE that had already been developed in the California Institute— a form 
of art education that, in my judgment, was based much more on the formal
ist elements and principles of design than on the art disciplines. In short, I 
didn’t think that the varieties of art education developed in the Getty Edu
cation Institute’s own projects deserved to be called DBAE nor did I think 
that they deserved to be replicated in other places around the country. Some 
institute directors appeared to agree with me. In my role as evaluator, I 
encouraged the Getty Institute officers to provide the regional institute di
rectors with a clear statement regarding the role of their professional devel
opment project. The answer was that the institutes were to be research and 
development centers! In other words, the regional institute directors and 
their staffs were invited to create new forms of DBAE.

While art educators throughout the country debated the merits of DBAE 
(usually understood in terms of the forms of art education presented in the 
Los Angeles Institute), in the six regional institutes, new forms of DBAE 
emerged. These new forms did not become widely known. The thousands 
of individuals working in the regional institutes were so busy recreating 
DBAE that they had little time to write about the results of their efforts. 
Publication has lagged years behind development. That is why I called my 
evaluative report of the regional DBAE initiative The Quiet Evolution: 
Changing the Face o f  Arts Education (Wilson, 1997).

The eight-year evaluation was essentially a search for substance and 
quality. Obviously an evaluation of the evolution of DBAE theory and prac
tice in the regional professional development institutes was directed toward 
things that could be observed— toward the so called “facts” of the matter. 
Nevertheless, since education is primarily a matter of interpretations and 
values, the factual observations of the evaluation team were filtered through 
lenses tinted with values that had a variety of sources.

First, there were values derived from the world of art. Within the content 
and inquiry processes of art making, art history, art criticism, and philo
sophical aesthetics there are complex sets of concepts and values that, as 
Morris Weitz (1959) has told us, are impossible to define once and for all. 
Art is a value-laden, open concept that changes as the boundaries of art are 
moved to incorporate new ideas, forms, and functions. I found within the 
institute programs pre-modern, modern, and postmodern conceptions of art.
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Within the institutes I also found an enormous variety of conceptions of art, 
their societal roles and the ways they should be created, taught, and studied.

Second, in art education as in the world of art itself, there are many 
conceptions about its goals and the role art should play in general educa
tion. Should art have a place in the curriculum because it is a source of 
knowledge, beliefs, and values about self and world essential to the educat
ed citizen? Is the principal purpose of art essentially utilitarian— to sharpen 
and enhance perception, critical thinking skills, higher-order cognitive proc
esses, and imagination? Is the purpose of art education to contribute to mul
ticultural sensitivity and global awareness? Or, should art education exist 
merely to enhance learning in other school subjects?

Third, there were specific evaluative criteria derived from the goals es
tablished by the directors and staffs of each of the regional consortia. Their 
general goals were derived from the construction of discipline-based art 
education—an art education founded on the content and inquiry processes 
associated with art making, art history, art criticism, and philosophical aes
thetics. From this basic premise, explicit goals for DBAE were written into 
the materials published in each of the regional institutes. In addition to the 
formal statements, there were implicit goals for art education held by insti
tute directors, staffs, and faculty members. There were also goals that could 
be observed in the behaviors of institute participants and even the students 
in their classrooms. The goals and values about art and art education held 
by these different groups of individuals sometimes coexisted congenially 
and sometimes conflicted openly. This report chronicles some of the con
flicts and interactions of ideas and values that occurred when the disci
plines of art provided the catalyst for broadening the content of art educa
tion.

Fourth, there were the evaluators’ general conceptions of what quality 
art education programs should be. Did the programs lead institute partici
pants and students in school districts to create their own works of art and 
interpret and evaluate works created by others in ways that deepened and 
expanded their conceptions of art, of themselves, and of their worlds? Did 
the creation and the critical, historical, and philosophical study of works of 
art increase individuals’ sense of past and present societies and cultures? 
Did the creation and study of art deepen their sense of human purposes and 
aesthetic values, and did these complex acts lead them to think deeply about 
their own future and the future of humankind? These were the general val
ues that the evaluation team brought to their task— values we believed were 
in keeping with the essential promises of DBAE.

Not only were there different and sometimes conflicting values relating 
to the purposes and practices of DBAE within and among the regional insti
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tutes, there were also differences between members of the evaluation team 
and individuals within the regional institutes. The resolution of these dif
ferences carries us to the very heart of art educational evaluation.

Reflections on the evaluation process

It is important to understand the processes used to evaluate the regional 
professional development institutes. When it comes to the question, “Should 
educational research and evaluation be qualitative or quantitative?” I have 
a foot in both camps. Nevertheless, it was not until the seventh and eighth 
years of the project that I, along with other members of the research team, 
began to supply the Getty Center with quantitative data. Prior to that time, 
my reports to the Getty Education Institute were based almost exclusively 
on qualitative data, case studies, critical and theoretical analyses. Let me 
characterize the form of evaluation employed.

“Fourth Generation” Evaluation and the Resolution o f  Issues Relating 
to Differing Conceptions ofDBAE. With concepts as open and fluid as art, 
education, art education, and DBAE, individuals in the regional institutes 
frequently disagreed with interpretations and criticisms made by the evalu
ators. The way I tried to resolve these differences goes to the very heart of 
our conception of the function and purpose of educational evaluation. From 
the project’s inception I believed that differences in interpretations and 
judgment could have a positive effect on the evolution of DBAE— if every
one understood the purposes of evaluation and the bases upon which the 
evaluation was conducted. Namely, that the interpretations and judgments 
of the evaluators were also subject to evaluation.

Egon G. Guba and Yvonna S. Lincoln (1985) characterize four forms of 
educational evaluation. The evaluation team employed their fourth form, 
which should be seen in light of the other three forms. The four forms are:

1. Evaluator as technician— the evaluation of programs primarily 
through the collection of data relating to student progress through means 
such as standardized tests. Evaluation is seen as the collection of facts con
sidered objective and “scientific.” Values are hardly recognized because it 
is assumed the same values are shared by everyone in the evaluative con
text.

2. Evaluator as describer—programs are judged on the basis of the de
gree to which they meet their stated goals and objectives. Measurement of 
outcomes still plays a role in the matching-of-means-to-ends assessment 
process. Judgments of goals are avoided.

3. Evaluator as judge— programs are judged on the basis of external 
standards and criteria, sometimes far removed from the conditions and per
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haps even the values that prevail in the local setting. The measurement of 
outcomes might provide one focus, but the goals that guided those objec
tives are themselves open to evaluation. “Something that is not worth doing 
is not worth doing well.” But there are problems regarding the question, 
“Who is to judge the judge?”

4. Evaluator as negotiator and change-agent— evaluation of programs 
is based on the examination of claims, concerns, and issues. Different stake
holders in a program (the evaluator being one of the stakeholders) might 
hold different values. Those values are brought to the fore, examined, and if 
not always resolved, at least understood by all parties.

Fourth generation evaluation is based on the concept of value-pluralism. 
Conceptions of DB AE, I assumed, would differ. Indeed, it would be unim
aginable for DBAE to exist without controversy. Art education is a field 
characterized by different conceptions of art learners and how they should 
be educated. Moreover, discipline-based art education arrived on the scene 
during a transition from modernist to postmodernist artistic ideologies. 
Those who hold to modernist ideologies tend to see the value of art, for 
example, in terms of its originality and take delight in the aesthetic experi
ences associated with formal and expressive properties of works of art. 
Those who hold postmodern conceptions of art may prize its political and 
ideological character. They see the value of art in terms of its subject mat
ter, and its thematic, symbolic, and narrative content; they interpret and 
judge works of art in light of their social context and they do not expect all 
works of art to be original. Every work of art is seen to owe a debt to previ
ous works. For the postmodernist a work of art’s sensory, formal, and ex
pressive qualities are seen merely as a means through which artistic mean
ing is achieved. The exhilaration and the sensuous pleasure of the aesthetic 
experience, although recognized by the postmodernist, do not by themselves 
provide a sufficient reason for the inclusion of art in education—at least not 
when compared to outcomes that occur when works of art are created and 
interpreted from social, historical, and iconographical perspectives.

The evaluative reports looked much like Eisner’s “educational criticism” 
(1991). The institutes were texts that the evaluation team interpreted and 
judged. Members of the evaluation team saw events and documents as signs 
that pointed to conceptions of art and education. We asked, “What is going 
on there?” “What does it mean?” “Does it have merit?” “Does it reflect a 
disciplined approach to the study and creation of art?” “Does the practice 
represent an advancement for art education?” The evaluation team was par
ticularly on the lookout for innovative practices that broadened and ex
panded conceptions of DBAE. The reports prepared for the Getty Center 
and the regional institute directors were filled with judgments about the
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value of emerging practices.
As the principal evaluator, I made it clear from the outset that my values 

related more to a postmodern than a modernist ideology. The stance I took 
held the potential for creating conflict. In the value-plural context in which 
the regional professional development consortia existed and were evaluat
ed, it was inevitable that a great number of controversial issues were raised 
in the reports. Responses to the conclusions of our reports were discussed at 
length with Getty Center officers, regional institute directors, institute fac
ulty members, museum educators, and participants in institute programs. In 
many instances we managed to negotiate our way to common ground. In 
other cases we came to understand and respect differing positions. Occa
sionally we agreed to disagree about the character of DB AE.

Guba and Lincoln (1985) see evaluation as a “social-political process,” a 
“learning/teaching process,” a “continuous, recursive, and divergent proc
ess,” “a process that creates reality,” “a process with unpredictable out
comes,” “a collaborative process,” and that “the agenda for negotiation is 
best displayed in a case-study format, with items requiring negotiation be
ing spelled out in relation to the particulars of the case” (pp. 216-219). 
These phrases characterize the processes used in evaluating the regional 
institutes. The evaluation was active rather than passive. I and other mem
bers of the evaluation team were participants in the events we observed. 
Moreover, we saw ourselves as semi-independent agents working between 
the Getty Education Institute and the six regional professional development 
institutes. We felt free to criticize art educational theory and practices, even 
those that were developed in the Getty Education Institute’s own projects.

Major findings: an overview and analysis

The Getty-sponsored change initiative has yielded an enormous number 
of findings. I can only summarize some of the major ones.

Top down or bottom up: 
communication in a change community

Can educational change be initiated from the bottom? Do individual 
teachers, working virtually alone, have the capability to develop and imple
ment a new form of art education in their classrooms—implementing it in a 
sufficient number of classrooms to change the face of art education in a 
nation? Or from the opposite perspective, can educational change be imple
mented from the top? Are educational theoreticians and researchers, from 
their ivory towers, able to formulate new approaches to art instruction and
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direct teachers to implement them? Is either the bottom-up or the top-down 
approach to educational change effective?

When the regional professional development institutes were established, 
institute directors agreed to establish consortia consisting of school dis
tricts and schools, art museums and art centers, colleges and universities. 
Several of the regional institutes also included within their consortia, arts 
organizations and professional associations, and foundations and other 
grant-giving organizations

Individuals within each of these institutions and organizations were giv
en the opportunity to assist in creating new forms of DBAE. Consequently, 
the rich collection of values and interests held by different stakeholders 
within the consortia began to enrich and reshape DBAE. Through the inter
action and collaboration of individuals there was an enormous infusion of 
new ideas regarding how DBAE might be formulated. Although many of 
the new ideas were contributed by art historians, aestheticians, artists, 
school administrators, and art and classroom teachers, there were instances 
where even elementary school students made significant contributions to 
the newly developing forms of DBAE.

I attributed the changing character of DBAE to the fact that thousands of 
individuals were given the responsibility to create and experiment. I con
cluded that educational change occurs most fully and successfully within 
change communities where ideas are created collaboratively and shared 
freely. The successes achieved within the regional institutes were the result 
of combinations of top-down, middle-outward, and bottom-up initiatives.

Rites o f  passage: from art world to art classroom

What do the art disciplines such as art history, art criticism, aesthetics, 
and art making contribute to the teaching of art? Can teachers teach art 
effectively if they don’t know its content and its inquiry processes?

Many of the DBAE summer professional development institutes were 
held in art museums, art galleries, artists’ studios, and other authentic art 
world settings. In these environments, teams of individuals consisting of 
school administrators, classroom teachers, and art specialists, separated 
from their customary places and roles, became inquirers. They were given 
complex tasks in which they were encouraged to seek solutions in the man
ner of artists, art historians, critics, and aestheticians. Much as in a rite of 
passage (Van Gennep, 1960), they acquired new languages, new modes of 
behaving, esoteric knowledge, symbols, and metaphors. Teachers and ad
ministrators learned to live authentically within the art world. Art museums 
became their homes, galleries and their precious objects offered intellectual
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and aesthetic enticements; artists, historians, critics, and philosophers of art 
became colleagues. They learned what it was like to live in the art world, to 
play with art-related ideas, and at the same time to develop new strategies 
for art instruction and for moving art from the margins of the school curric
ulum to its center.

Some teams were able to carry their new-found knowledge and change 
strategies back to their schools. Others were not. Those who were most 
successful in implementing DBAE throughout an entire school were teams 
led by administrators who were instructional leaders. These leaders were 
able to recreate in their schools many of the authentic experiences and com
plex instructional strategies developed during summer institute programs. 
Their school-based change initiatives involved things such as taking an en
tire school staff to a museum for a day of professional development activi
ties and holding mini-DBAE institutes within their schools. After observ
ing hundreds of school teams, I concluded that authentic art experiences 
and team-based planning are necessary for changing school art programs— 
and yet, neither is sufficient by itself. Educational change requires educa
tional leadership.

From practice to theory: 
laying the track while the train’s running

If large number of stakeholders were contributing to the formulation of 
new forms of DBAE and if teams of teachers and administrators were de
vising new forms of art education in collaboration with professors of art 
education, artists, critics, historians, and philosophers, then what did the 
new forms of DBAE look like? In elementary schools teachers and admin
istrators began to integrate the DBAE initiative with other change initia
tives such as cooperative learning, whole language, the integrated curricu
lum, and computer technology. Perhaps most importantly, elementary class
room teachers began to integrate works of art into the theme-based multi
subject matter instructional units they were already teaching. The conse
quence was that art found a more secure place in the elementary school 
curriculum.

In the best instances, these multi-subject integrated instructional units 
were based on works of art— the impressionist painting of Monet, for ex
ample. In the Monet instructional unit, children wrote and performed a play 
in which Renoir and Morisot discuss an exhibition of Monet’s paintings. 
The children’s script represented a marvelous example of art history, and 
poems that they wrote constituted fine examples of art criticism. In litera
ture, they read Linnea in M onet’s Garden (Bjork & Anderson, 1987). In
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science the children studied color theory in relationship to Impressionism. 
The children also created their own versions of Impressionist paintings. 
Through the unit, students became members of an artistic avant-garde— 
albeit a nineteenth century one. Nevertheless they seemed to experience 
vicariously what it was like to participate in an artistic revolution.

In other situations, teachers inserted artworks into less hospitable in
structional units where, for example, the topic might have been something 
like seasons of the year. Reproductions of paintings of trees by Brueghel, 
Constable, Van Gogh, and Utrillo, were used to show how trees look in 
different seasons. Unfortunately, the paintings’ styles were not discussed, 
nor were the places and the times in which they were painted, the artists 
who painted them were ignored as were the unique visions of nature pro
vided by each work. In short the paintings were used to illustrate a topic; 
they were not permitted to reveal important meanings about artists’ respons
es to the natural environment.

These two illustrations show the up and the down sides of DBAE as 
developed by classroom teachers and art specialists working in elementary 
schools. In the very best schools, works of art provided themes around 
which a school’s instructional program was organized for an entire year. In 
the best schools, reproductions of artists’ works were on continual display 
in every classroom. Artists’ and children’s artworks coexisted in classrooms 
and halls. Both children’s works and artists works were the subject of cri
tical and interpretative writing. When DBAE was introduced into some 
schools, they were transformed. These schools were relatively rare. Never
theless, they revealed the power of art and of DBAE to change the character 
of schools.

Discipline-based, or artwork-based, or formalist-based 
art education?

What structural and philosophical conceptions were the various forms of 
DBAE based upon? What were their strengths, their weaknesses, and their 
consequences? The answers to these questions constituted some of the most 
important findings from the evaluative study.

The Art Disciplines as Content. When DBAE was first introduced, the 
challenges associated with teaching students to behave in the manner of 
aestheticians, art historians and critics, and artists so seductively intrigued 
art educational scholars and curriculum designers, that they began to for
mulate curricular plans that presented individual kindergarten through grade 
twelve art programs for art history, art criticism, aesthetics, and art making. 
Each art discipline was like a fortress with walls so strong that ideas from
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other disciplines were virtually unable to penetrate them. The creation and 
study of works of art actually appeared less important than the study of the 
art disciplines. In effect, the subject matter of DBAE was the art disciplines 
themselves. As an evaluator I presented strong arguments against this form 
of discipline-based art education.

The Formalist Subversion o f  DBAE. There was another form of 
“DBAE“ that was perhaps even more problematic than the disciplines- 
separate model. Indeed, it was much like the forms of art education that 
DBAE was supposed to replace. In 1899, the American art educator, Arthur 
Wesley Dow proposed an approach to art education that consisted of the 
study of elements of design—things such as line, color, and shape— and the 
principles of design—harmony, repetition, arrangement, etc. Elements and 
principles of design as the content of art education grew progressively 
stronger throughout the century so that by the 1980s most of the curriculum 
guides published by the different states and school districts were based on 
this formulaic approach to the art curriculum. When DBAE was introduced, 
artworks created by artists seemed merely to provide another opportunity 
for students to study sensory, formal, and expressive attributes. The ele
ments and principles approach had so embedded itself into the minds of 
many, if not most, American art teachers, that they went searching for 
straight lines, and curved lines, and zig-zag lines, and thick lines, and thin 
lines in every artwork they encountered. That artworks had themes, subject 
matter, symbols, and that they revealed humans’ conceptions of themselves 
and their worlds and values and their aspirations seemed of little or no con
sequence. The very notion that art history, art criticism, semiotics, or aes
thetics might provide non-formalistic political, philosophical, and social 
perspectives from which to interpret meanings and issues associated with 
artworks was an anathema to many art teachers. As an evaluator I spent 
considerable time presenting arguments against this form of art education. 
There is still a strong formalist element to many programs that are associat
ed with DBAE. In my opinion, these formalist programs diminish the ben
efits of DBAE.

Pragmatic Forms o f DBAE. In the regional institutes, other forms of art 
education developed that, I think, merit the designation DBAE. They could 
be called artwork-based DBAE. In these forms two classifications of art
works—those created by students and those created by artists— are at the 
center of instruction. Together, these two classes of artworks provide 
DBAE’s content. Instead of constituting the content of DBAE, the art disci
plines merely provide the means through which artworks are created, stud
ied, and interpreted. The art disciplines function much like lenses, each 
providing a different perspective, a different view, different sets of genera-
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tive and interpretative possibilities through which meaning is created and 
understood. In my reports to the Getty Education Institute I provided a se
ries of diagrams in which the art disciplines were represented as lenses 
(Wilson, 1997, Chapter 3). The diagrams illustrated how the discipline lens
es could be used individually; how they could be overlapped in various 
combinations of two, three, four, or more; and how the sizes of the lenses 
could be changed as they were focused on art objects. Focusing the disci
pline lenses on art objects is representative of the act of creating and inter
preting those objects— an act that transforms art objects into artworks. As 
Danto says, “an object is an artwork at all only in relationship to an inter
pretation” (1986, p. 44). The combining of the art discipline lenses had 
several important consequences: the boundaries between and among the 
disciplines were blurred, the disciplines gained strength through various 
combinations, and only the disciplines needed for a particular creative or 
interpretative task were used. Moreover, other disciplines such as anthro
pology, sociology, psychology, or the emerging discipline of visual culture 
could be employed. Rather than being a rigidly formulated four-component 
approach to art instruction, some forms of DBAE have become pragmatic 
and flexible. The best of these pragmatic forms of DBAE retain the rigor 
implied by a discipline-based approach to art instruction. At the same time, 
however, art objects are treated with the dignity (Rorty, 1992, p. 106) they 
deserve as they are transformed into artworks.

Conclusion
My evaluation of DBAE has led me to see a possible over-arching goal 

for art education. The purpose of a rigorous artwork centered/discipline- 
based art education might be for students to acquire the special knowledge 
of themselves and their worlds that is revealed by works of art. This pur
pose is achieved when students understand relationships among (a) the art
works they create and (b) the artworks of others whose meanings they in
terpret. The goal of art education is also achieved when students connect 
the artworks they create and interpret to works and ideas from other disci
plines and realms of experience. The goal of art education is also achieved 
when students integrate this special art-pervaded knowledge, insight, and 
understanding into their own lives both within and beyond school.

These purposes have begun to be achieved through some of the pragmat
ic forms of DBAE. These pragmatic forms were, in turn, achieved through 
the contributions of thousands of stakeholders who, working in broadly- 
based consortia, created educational change communities. In these change 
communities, art educational practices began to shape DBAE theory. The
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evolving conceptions included pragmatic forms of DBAE. Innovative art 
educational practices resulted when professional development programs 
taught individuals how to conduct artistic inquiry in a variety of art world 
settings and then to recreate them in school classrooms. DBAE succeeded 
when the art disciplines became the means through which art objects were 
transformed into artworks. The artworks students created and interpreted 
held the possibility of informing individuals about themselves and their 
worlds— and what both might become.
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Inkeri Sava

The Art Educator as Researcher

In the 1970s, traditional conceptions o f man, education and lear
ning were questioned. Dr. Inkeri Sava, associate professor at the 
University o f  Art and Design in Helsinki, describes the ways o f think
ing that emerged and their consequences fo r  research in art educa
tion. She concludes that research has an essential role in art teacher 
education as a means to further an ethically conscious relationship 
between teacher and student.

In the mid-1970s I entered the intensely inspiring ‘sanctuary’ of art edu
cation, the Ateneum in Helsinki (today called the University of Art and 
Design). I came to speak and write about the artist/art educator as research
er (see e.g. Sava 1978, 1979, see also Hassi 1979). At that time, through the 
establishment of research and postgraduate programs as primary areas of 
activities, the school became a real university. Twenty years have passed. 
To date, three persons— all women—have been awarded doctorates from 
the University (in 1997 another woman, Marjo Räsänen, was awarded a 
doctorate—Ed.). Since the completion of Martina Paatela-Nieminen’s li
centiate thesis in April 1996, we have had five additional finished licenti
ate theses in the department of art education; a total of thirty-seven post
graduate (licenciate or doctoral) students are currently enrolled. Through
out the past year (1995/96), we have reorganized our research activities in 
order to function as a type of graduate school system making available in
tensive seminars and research projects (see appendix for more informa
tion).

This system can be understood as part of the development that has oc
curred over the course of the last twenty to thirty years, reflection about 
which constitutes the main purpose of my presentation. That a decisive 
change has occurred in the research paradigms during these years is obvi
ous. I contend that change during this time has been as great as change in 
thinking and human consciousness which transpired from the 1600s to the 
1900s. While the process of development has clearly proceeded in a linear 
fashion, it is plain to see that contradictions and paradoxes— richness— 
exist in the orientations and paradigms of current research activities. These
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represent at once old traditions and new lines of thought, separately and 
collectively. A variety of flowers are blossoming in the wild field of post
modernism. To make a serious discussion about research collaboration 
among Nordic countries possible, I believe we should take an opportunity 
to reflect on our conceptions of the human being, education and knowledge 
or, put another way, on the ontological and epistemological foundations 
underlying our cooperation and developmental work in the area of research.

The development of human consciousness
I am the ‘product’ of a Helsinki University education in the 60s. In the 

scientific fields of psychology and education, the 60s represent the golden 
age of behaviourism, a paradigm which gave primacy to objective observa
tion, outer perception and manipulation of behaviour. Leading figures in 
the empirical human sciences were involved in a debate about what may 
lie, if anything, between S (stimulus) and R (response), and about whether 
or not we should see the human mind as a blank slate, as a black box, or as 
some irrational noise which may impede objective scientific inquiry. At 
present, behaviourist notions of man and education have been all but dis
carded as obsolete. Despite and because of this, I would like to delve more 
deeply into the historical ‘wisdom’ of the behaviourist tradition, understood 
as a necessary phase in the development of human consciousness.

Toward this end, I will begin focusing on the scientific revolution of the 
16th century, the period marking the beginning of the behaviourist para
digm in the human sciences. Until then, the prevailing conception of man 
was predictated on metaphysical and religious beliefs as well as on political 
power structures which assigned a particular status to individuals. In the 
value systems underlying research approaches to the natural sciences, the 
human being was externalized to himself as an object— a thought which 
many may find appalling given its harmful side effects such as the reduc
tion of a human being to ‘a rat, rabbit or Pavlov’s dog’!

However, this externalization also represented a revolutionary landmark 
of expanded human consciousness. The human being becomes at this point 
interested in the human being and in human activities as legitimate objects 
of scientific inquiry. Human beings began hence to observe themselves 
from afar. Self-reflection, I contend, was spawned by the invention of the 
mirror and by experimentation in the natural sciences. More specifically, 
the latter helped to focus attention on the question ‘ who or what is a hu
man being, ’ while the former focussed attention on ‘who am I  ?’ Little by 
little, we also became conscious of our consciousness. Metacognitive ac
tivities as expressed in terms of cognitive psychology were born.
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The inevitable side effect of scientific extemalization was the creation of a 
dualistic set of values. On the one hand, only the visible, outer behaviour of 
man and changes in it could be the object of serious inquiry and teacher edu
cation was based on this inquiry. On the other hand, man’s subjective life 
including feelings, intuitions, dreams, and fantasies were to be largerly ig
nored in the scientific world view. Essentially, these were relegated the 
status of a kind of metaphysical noise, undecipherable by scientific means.

The art and art education communities became confused in a world in 
which this way of thinking prevailed; the inner human processes such as 
artistic interpretation and creation of meaning and imaging among others 
could not be legitimate objects of exact scientific inquiry. Such processes 
in the end did have a place in the behaviouristic empirical paradigms, but 
only after being redefined as some measurable visual tests. Thus, the only 
way to increase knowledge concerning art and art processes was to take art 
products as objects for the research activity. Conventional inquiry in art 
history, art theory or in empirical art psychology became the basis for the 
generation of knowledge in the arts and art education. In this set of values, 
the external and thus only ‘real’ expert could interpret the intentions and 
states of mind of artists, whose works were often reduced to prefabricated 
research material confined to a particular social or individual developmen
tal context, and often understood as a form of pathology.

The 1970s—the crucial period in the development 
of human consciousness

The contradictions between outer perception— objective knowledge— 
and inner experience and interpretation and the process of creation of mean
ing have varied historically during periods of social upheaval. I will define 
the 1970s as an essential critical period vis-a-vis present day conceptions of 
man, education and learning. Behaviourism continued to dominate the hu
man sciences, but was also challenged by humanism and Marxism, the crit
ical social ideology and by cognitive psychology. The humanistic, or more 
specifically, the existentialist-phenomenological approach, became a voice 
for creative self-expression. This signalled the legitimation of subjectivism 
and human inner experience in the human sciences.

In Finland—by virtue of our wisdom based on the experience of margin- 
ality, a ‘borderline’ being between East and West-—the radical individual
ism emphasized in the West was tempered by its ‘antithesis’, formulated in 
Marxist criticism of society. It is from this juncture that the powerful move
ment in Finland, Activity Theory, arose. In the 1970s, this criticism was 
characterized by a religious fervor among for example university students.
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Although this ‘religion’ is not any more alive, it left to the near future the 
task to see the human being not only as any passive reactor or empty ma
chine, but mainly a real actor carrying in his mind and actions the stamp of 
his social class history.

The outer and the inner: the human being as a constructor 
of reality and the creator of his own life story

The novel appreciation of subjective experience and interpretation 
emerged in the mid-1980s in both psychological and educational scientific 
thinking. Philosophical, and especially psychological, inquiry into the hu
man mind developed, however, along humanistic lines to expand notions of 
man’s inner being. Man was hence defined as a being who actively con
structed his own reality through his thinking and imaging—by his cogni
tive processes. The shaping of the objective world therefore came to be 
understood as a function of inner processes, schemas, mental maps, scripts 
and the like. In sum, the mind—the inner—is understood as a part of reality 
or the more ‘real truth.’

In its initial configuration, cognitive psychology conformed mainly to 
the precepts of behaviourism where man was understood as merely a proc
essor of information. No emphasis in serious scientific inquiry was placed 
as yet on his sensuous, emotional or dreaming experiences.

It is primarily to psychoanalysis that we owe our understanding of the 
deepest emotional world, including repressed and unconscious individual 
and collective experiences. Even ‘real scientists’ at this point have taken a 
serious interest in the obscure life of the mind as legitimate objects of in
quiry. Today, there are even scientific approaches for which the main foci 
are these forgotten processes revealed in the arts, fairytales, and diverse 
myths.

The name for the newest conception of learning is constructivism, or 
contextual constructivism. The learner constructs actively the world. For a 
human being there is no outside world as such; but, by an active creative 
process, he puts the outer world and the inner life to function in a mutual 
interaction or dialogue.

In the postmodern world, even historical events, at one time documented 
an immutable, elusive facile understanding. We understand today that new 
individual and collective histories are written with the passing of each age. 
Facts considered to be truths at the turn of the 1800s and 1900s are recon
structed according to the knowledge and understanding of the present. Even 
the horrors committed in the past can be transformed to a deeper understand
ing in the context of present day reality without lying about the past. Lastly,
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knowledge and truth are seen as accidental and relational phemomena.
According to this approach, the learner or researcher becomes a creator 

of meaningful stories, a ‘writer’ of intertexts and narratives. We exist today 
in the world of internets and networks lending greater credibility to this 
scientific orientation (see the chapter by Martina Paatela-Nieminen). Si
multaneously, the seeming endless relativism of subjectivity and intertex- 
tual narrations have increasingly come under fire from the critics (Gellner 
1992 a, b; Ahonen 1996; Kuusamo 1996). Furthermore, there is also con
cern about the death of the artist: if everything is a narrative woven by the 
experiencing subject and if this subject only recreates the work of art with 
personal meanings ascribed, what is the fate of the original and the artist?

Some implications for research on art education

Ultimately every reader may construct for himself the meaning of what 
has been stated above. I would like, however, to give a short summary of 
the implications that I see for research on art education.

If every age builds up its own contextual reality and ascribes new mean
ings and values to traditionally held truths, interpretations of historical and 
cultural changes and value systems become crucial as objects of inquiry. 
Furthermore, in the field of art education, we should reflect on and discuss 
the various notions of art and art education, curriculum plans, and educa
tional practice in a past/future perspective broader than this moment and 
subculture. The research project called ‘Art and Everyday Life’ in the de
partment of art education at the University of Art and Design, Helsinki 
(UIAH) is concentrating on these issues (see Pirkko Pohjakallio’s and Mar
jatta Saarnivaara’s chapters).

For the art educator as researcher of his own work, the historical per
spective mentioned above should be a natural part of self-reflection: ‘Where 
in the historical and cultural streams do my own thinking and action as an 
artist and/or art teacher flo w ? ’ ‘What are the consequences o f my values 
and acts to students and to the development o f culture?’ ‘Or to my self?’ 
The attitude towards this brand of self-consciousness is conducive to a more 
profound sense of ethical responsibility for one’s actions. Action research, 
and its various methods permitting the inquiry of own work processes, 
makes, for example, portfolios, process diaries, and story telling natural 
tools to be used (for more information see the ALP-project, UIAH, and 
Martti Raevaara’s chapter). According to this research value system, we 
are compelled to reevaluate interest in knowledge and to develop research 
methodologies based on the ‘otherness’ of the concept of knowledge. In 
considering the above issues, we will encounter various polarities such as:
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• the subjective— the objective—the interactive
• the inner—the outer—the dialogic
• the description—the interpretation and creation of meaning—the inter

vention/manipulation .
I see a growing ethical consciousness as the subsequent developmental 

phase of human consciousness. The human being takes profound ethical 
responsibility for his own desire and opportunity to influence social and 
technological change by being a part of it, or by attempting to accelerate the 
change or to slacken the speed (see Wallgren 1993). This implies an atti
tude whereby being in the world does not mean endless relative story-tell
ing, but actively taking a stand in that world. Here, philosophical consider
ations are directly relevant and important in art education inquiries.

An active ethical relationship between the educator and the educated can 
exist only after the educator has become conscious of himself and of his 
own relationship to the world. This could be viewed as support for the no
tion that the starting point of art education should not be perceptions about 
the child but about oneself as an educator and an individual living in a 
particular community. Teacher training and development should focus on 
the study of the basic beliefs underlying traditions and myths of art educa
tion and on revealing one’s preconceptions and assumptions about the arts, 
about education, about children, and about oneself, especially those that are 
based on unconscious beliefs.

Within this conceptual framework, research about the artistic develop
ment of children, at one time very popular, is relevant only to the extent that 
it is interpreted within a particular cultural context. The culture- or educa
tion-free artistic development posited in classical Piagetian theory is thus 
impossible. Both pictures that are produced by children and their talk about 
art reveal something about the culture and its values.

Finally, we may conclude that the preconditions for accomplishing the 
above entail both a desire to investigate unconscious motives and to under
stand the wholeness of reality and cultural changes. We can furthermore 
argue that research is an essential part of art teacher education. This re
search, however, should not be seen as a purely academic exercise, but as 
an opportunity for developing an ethically conscious relationship to the 
world.
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Appendix

University o f Art and Design, Helsinki
The D epartm ent o f  A r t Education

The department consists of
• the degree programme of art education (180 credits)
• the educational programme for artists (40 credits)
• the research unit of art education.

At the Department of Art Education, it is possible to study in the degree 
programme in art education, leading to a MA degree, or in non-degree pro
grammes of which there are two possibilities: pedagogical studies for art
ists and subject studies in visual arts for teachers. Graduates of the MA 
programme can continue studies at the postgraduate level to take a doctor
ate in arts. The department has over 300 degree programme students, 37 
postgraduate students, and about 80 students in the non-degree programmes. 
Moreover, the department provides supplementary courses for art teachers.

Teaching staff consists of one professor, two associate professors, six 
lecturers, four full-time teachers, and three assistants as well as part-time 
teachers and guest lecturers. Students can carry out a part of their studies by 
participating in projects.

The research unit of art education
Contact person: head of the research unit of the department, associate pro
fessor Inkeri Sava, tel. + 358 9 7563 0560, e-mail inkeri.sava@uiah.fi

Postgraduate Studies (40 credits + thesis) and research projects
The Department of Art Education has a research programme that presently 
includes a postgraduate-programme and three research projects. Most of 
the 37 postgraduate (licenciate and doctoral) students take part in one of 
these projects, though it is also possible to pass over the projects if none of 
them suits the student’s elected subject.

The Artistic Activities and Learning Processes—the Basis of Art Edu
cation (ALP-project)
Headed by associate professor Inkeri Sava.

The purpose of the project is to produce theoretical and practical knowl
edge and understanding of artistic activities and learning processes in the 
pedagogical context. The research activity is going on at both the basic and 
applied levels of research. The general aims of the projects are:
(1) to analyze the phenomena and elements of artistic activities and learn
ing processes in the context of art pedagogy by utilizing the concepts of

mailto:inkeri.sava@uiah.fi
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analytical and empirical methods,
(2) to develop various teaching methods and pedagogical arrangements that 
support the learners in the processes of expression, reception and interpre
tation, and to test those methods and arrangements in practical situations, 
and
(3) to develop methods for research, follow-up and evaluation of artistic 
learning processes, e.g. portfolios, pedagogical documentation, story tell
ing through art, ’process diaries’ and observation.

Thus far, the project has mainly consisted of two different groups of 
postgraduate students, whose theses are more or less connected with these 
areas.

Art and everyday life project
An investigation on producing, teaching and consuming art as a cultural 
phenomenon, headed by D.Ed., docent Marjatta Saarnivaara.

In the project, everyday life is a kind of counterconcept for criticizing 
the heroic image of art. The aim is to investigate what lies behind the hero
ic, i.e. what are the meanings of art in people’s everyday life. The essential 
research question is how people construct their reality through thinking and 
acting. Artists, teachers, pupils and their parents, as well as consumers of 
art, are the key groups that have a special interest in participating in discur
sive negotiation on art, in the context of education and teaching in art. The 
reality is constructed as a dispute of confrontations, interpretations and re
constructions of images produced by them.

In short the objectives are to investigate:
(1) presentations of differentiated worlds of meaning, and
(2) the meaning of art in the process of identity construction.

In addition there is an interest in the meta-analysis of research practices 
of the researchers.

The group of researchers and postgraduate students working in different 
universities (University of Art and Design Helsinki, Department of Art 
Education; University of Helsinki, Department of Sociology; University of 
Jyväskylä, Institute for Educational Research) is able to combine the spe
cial knowledge to produce new understanding, to exceed the possibilities 
of a single researcher, and to cross boundaries between academic fields. 
The project makes a special contribution for postgraduate students because 
of the interest to reflect themselves as researchers.

Applications for teaching in art will also be an outcome of the project. 
By producing maps of these meaningful processes in art, researchers will at 
least partly reconstruct the complex texture of the landscape and create re
sources for new practices in art education. Furthermore, they also wish to
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experiment in the use of various publishing media (e.g. videos, exhibitions, 
texts, CD-ROMs).

The New Media and Art Education
Headed by docent, D.Soc.Sc. Tapio Varis.

The media and the rapid change in information and communication tech
nology also change our concepts of art and artistic activities. Research and 
new knowledge are needed in order to develop art education and art peda
gogy to reflect and promote changes in the new media culture, communica
tion and consciousness.

The project aims at a deepening of the researchers’ theoretical under
standing of media culture studies, mediology, media education and media 
pedagogy. New starting points are the audiovisual media landscape, renew
ing communication and media culture, and integrated media environments. 
The objectives include the development of critical viewing and reading 
competence and aesthetic, informational and insightful experiences through 
advanced media skills.

It will be necessary to posses those skills and to have an attitude empow
ered to learn, teach, work, and live in the network economy and intercon
nected society, dominated by increasingly global information and commu
nication highways. The project aims at extensive international exchanges. 
Current plans include concrete cooperation with universities and research 
centres in France, Russia, Spain, and the United States and some other coun
tries as well.

In addition there are other research-type projects going on at the depart
ment like Curricular evaluation in art education (headed by associate pro
fessor Liisa Piironen) and Research methodology in art education (headed 
by associate professor Inkeri Sava). The planning work of a large project 
Future school is in progress containing issues like art education in the mul
ticultural context, studios as learning environments, new medias in art edu
cation and environmental art.
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Marjatta Saarnivaara

The Researcher’s Subecjtivity 
and Contextualization

The question o f  whether or not the researcher should allow herself 
to be personally involved has been frequently discussed by qualitative 
methodologists. In this thought-provoking essay, Dr. Marjatta Saar
nivaara, researcher at the University o f Jyväskylä, analyses her own 
patterns o f speech and interaction in interviewing an artist. She ar
gues that being more self-reflective facilitates a contextual under
standing o f the world o f the other person.

In the discussion that follows, I pursue an inquiry into the production and 
use of interview data. I am not concerned with questions about the ethics of 
interviewing. Instead I will investigate various ways of extending methods 
for using interview data. We, researchers, have much to learn from close 
examination of the interrelationship between the researcher and the inter
viewee. In highly interactional processes we are personally involved and 
bring our patterns of recognition to the process. Insight about the research
er’s self can prove useful for understanding others, who in turn are the 
subjects of qualitative inquiry, be it sociological, psychological, pedagogi
cal, artistic or whatever. I will present examples from my own investigation, 
but I believe these ideas might be relevant to other projects as well.

Data
I have, for years, been interested in the subject of creativity, and when I 

had the opportunity to return to the theme I started an intensive in-depth 
interview of 10 artists.

My interviews took two to three hours each, even more, and they we^e 
usually conducted in the artist’s home (except in two cases in their offices). 
The interviews focused on 1) the personal history of a growing artist, 2) 
how the artist works, using his or her latest work as an example and 3) the 
special themes (like sensitivity, intuition, rationality, emotion and imagina
tion) I had comprehended beforehand based on literature in the field. The 
artists I approached were very cooperative. They were really helpful in mak
ing the appointment, even in cases demanding extra effort. For example,
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one of the artists lives permanently abroad and we met during her visit to 
Finland. Another spent a great deal of time travelling abroad, and I met him 
a year after my first contact. During the conversations they all spoke to me 
with great candor.

After the conversations I had more than 400 pages of interview notes, 
which in my opinion were “rich data” for an investigation. All during this 
time I made tentative analyses to identify themes or to find something to 
say, but I was not satisfied with my efforts. I felt I could not find the core 
from the “voices” that rose up each time I took up my notes.

Finally I chose one interview, the first one, to analyze my experience 
with it.1 (The reason for this decision arose when the question about the 
reseacher’s subjectivity occupied my mind, and a colleague of mine said it 
would be best to leave the investigation of one’s self to somebody else.) 
Not only helping me to recall, it gave me the insight that introspection and 
self-conscious analytical scrutiny of the self can lead me to understand 
myself as a researcher, but first of all to understand the person being re
searched.

Method
I began my analysis by expanding my data to include not only my inter

view notes, but also my entire participation in the process (Krieger 1993). I 
wanted to feel the whole material as fully and deeply as possible in order to 
analyze my feelings and ways of producing data as a part of the interpreta
tion. I have so far analyzed one case and written an account of this process, 
called “Out with the researcher!” This paper is based on that article (Saar- 
nivaara 1996).

The strategy presupposes dealing with each of my ten interview cases, 
and carrying it out in a structured fashion. This done, I will have three piles 
of notes reflecting my process: 1) pre-interview notes (e.g. how I chose the 
artists, how each interview appointment was made, what kind of images I 
had about the artists, what feelings I had in anticipation of each interview 
session), 2) interview reflections and 3) the analysis of the interview notes.

I will skip the pre-interview reflections with the exception of one point. 
The more I noted my expectations the more I became aware of my feel
ings— both prior to the interview sessions and during them. This, I think, 
was because I wanted, during the interview sessions, not only to know each 
of my interviewees, but I felt that each interview required proof of myself 
as well. A friend of mine had commented on my plan, almost aggressively:

1. This is an interview with a male person, who mostly works in TV, especially 
writing and directing TV-serials and dramas.
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“The researcher becomes an intertwined part o f  what he or she investigates and is 
affected by it. ” Illustrated by a painting by Carlo Maria Mariani, The Hand Obeys 
the Intellect, 1983. (Courtesy ofSperone Westwater Gallery, New York)
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“You can’t do that, i t ’s impossible to get any answers about creative work 
. . . No  one knows . . . ” She seemed angry with me (envious?) for asking 
things like that. I had never before even thought of such a possibility that 
my enterprise could be doomed to failure because of the artists’ incapabil
ity to reflect upon their work. I know that some artists are not willing to talk 
about their works because they think it is useless: it is better to let the works 
speak for themselves. My friend’s comment, however, refers more to a spe
cial conception about creativity, and in light of this my plan to interfere in 
the process by inquiring into it seems, perhaps, harmful or unethical.

Interviewing as a target
I will begin with an observation central to the investigation of artistic 

work. The categories of language are often incongruent with lived experi
ences of making art. To some extent, this kind of problem is there for eve
ryone; language can never perfectly fit with individual experience. If words 
do not quite fit, the speakers must “translate” their experience into ordinary 
language by words that are familiar and “close enough” to their own expe
riences, relying on the listener to understand. By this, parts of the speaker’s 
life “disappear” because they are not included in the language of the ac
count. In order to “recover” these parts of lives, we, researchers, must de
velop methods for listening around and beyond words.2

In my research on creative work, I was concerned with uncovering some 
neglected aspects of the artists’ experiences. I wanted to examine those 
parts of the work they rarely think about, but have learned to take for grant
ed; parts which are normally only to some extent conscious, learned with
out explicit attention—parts that actually produce creative work. As the 
analysis progressed, I became increasingly conscious of some features in 
the artist’s talk. He had difficulties of expression, he did not have the appro
priate words—he got stuck— and worked at articulating thoughts he was 
not used to sharing: “It’s kind of hard to explain ... “ As we talked, he was 
trying to formulate the principles that guide his activities. In many instanc
es, “you know” seemed to mean something like, “OK, I can’t say it quite

2. See DeVault, Marjorie I. 1990. Cf. Gadamer, Hans-Georg 1985, 362: “Indeed, 
language often seems ill-suited to express what we feel. In the face of the over
whelming presence of the works of art the task of expressing in words what they 
say to us seems like an infinite and hopeless undertaking. [...] However, the criti
cal superiority which we claim over language is not concerned with the conven
tions of linguistic expression, but with the conventions of meaning that have found 
their form in language.”
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right, but help me a little; meet me halfway and you’ll understand what I 
mean.” He could also ask, “Are you sure this is helping you?” or “Is there 
any sense in what I said?” (DeVault 1990).

Typically these kinds of comments would be discarded as containing 
little information, but I used these words as hints toward concerns and ac
tivities that are generally not acknowledged. This apparent obstacle to ex
pression can be turned to an advantage by examining the process of con
structing topics (DeVault 1990). As an interviewer, I can listen in ways that 
are sensitive, filling in the gaps from my own experience to help me to 
understand the things that are incompletely articulated. The approach in
volves attention to the unspoken in the interview data, to produce it as a 
topic.

Subjectivity as a tool of interpretation
Changes in the role of researcher, based on incorporating rather than 

denying personal involvement, have been the core of many discussions on 
qualitative methodology.31 wanted very much for the interview to be simil- 
iar to conversation, where I could be an active partner as well, the two of us 
helping each other develop ideas; to cooperate in constructing meanings 
together.

As an inteviewer I was seeking a reciprocal relationship, sharing my 
knowledge with the other, but I was extremely conscious of my role as a 
supplicant: acknowledging the fact that the artist’s knowledge about crea
tive work is greater than mine (England 1994). Generally, I was very present 
in the conversations (Moustakas 1994). By speaking in ways that open 
boundaries I tried to create space for the artist to provide an account rooted 
in the reality of his life.

For example, in the beginning, as I started to conduct the interview, I 
told the artist that I wanted to talk with him about his creative work and its 
relation to reality as he understood it. Our talk took place in such a way in 
which the interviewee and I chatted about the details of creative work, re
flecting on his practice, acquiring and sharing ideas or solutions.

By emphasizing the conversational character of intensive interviewing I 
will demonstrate how topics are produced collaboratively. It is my invest
ment in finding the answers, my own concern with the questions I ask and 
my ability to show that concern, that serves the “recruiting” of the inter
viewee as a partner in that search. The researcher is actively involved with 
the interviewee, so that together they are constructing fuller answers to

3. See e.g., DeVault 1990; Reinhatz 1992; Stanley & Wise 1990. See also Holstein 
& Gubrium 1995.
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questions that cannot always be asked in a simple, straightforward way. 
Elicting useful accounts of experiences is not simply a matter of encourag
ing the interviewee to talk.

My active participation in the conversation opened me up to an opportu
nity to catch at least some of my stereotypes and prejudices. They became 
explicit in my conversation. Reexamining my interview process made me 
aware of something that was extremely important: By examining my own 
responses I could distinguish my prejudices.

For example, I tried to seek and find a shared experiential ground in 
visual art, but I did not succeed because it was an unfamiliar area to my 
interviewee. This had come up already in different ways during the conver
sation, but I had not caught the message because I was so preoccupied with 
my presupposition. I felt what is familiar to me must also be familiar to 
him. After he took the blame our conversation got stuck, and I woke up to 
what I was doing.

My blindness can be seen in the other example, too. I had a kind of 
theoretical supposition concerning the prevailing sense of modality depend
ing on the artist’s domain. In this case I had a fixed idea on visualization. 
My interviewee had responded to my question or comment, so that his way 
of making sense of reality was dramatical, but I always came back to visual 
images before I confronted reality and learned to listen to him.

I was surprised to see how clearly my questions, comments, etc. includ
ed an element of preconceptions. This analyzing process helped me set aside 
these presuppositions and reaching a state of openness, a readiness to see 
more openly. But the process enters another direction, too. My understand
ing rises from the same source as my stereotypes.

Looking back, I can see that I identified, in a rough way, a category— 
paradoxality (not discussed here)— that made sense to my interviewee be
cause it was a category that organized his artistic work and relation to reality. 
The artist himself did not identify this category. I can see it in his account that 
he provided to my questions about the work he has done. He told his own 
story and I gave a name to the category he described; and through my anal
ysis I turned it into a phenomenon that can be examined and discussed.

The analysis produced the “aha” of consciousness-raising and serves as 
a pointer toward a new way of seeing the data. The point, however, is not 
simply to reproduce my own perspective in the analysis; the clues I ob
tained from this kind of introspection are only a beginning and should lead 
me back to listen to the interviewee in a new way.

The task will then reformulate itself as one in which I will seek to deter
mine if and how my interviewees share the versions I have identified. The 
reality I describe is, of course, only part of the reality experienced by the
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artist, the part I can be in touch with as a result of my experience. By now, 
I feel I have something to say, and I can use my own recognition as a guide, 
a source of insight.

This is not to suggest that my interpretations are merely interpretations 
of myself and imposed on the testimony of others. I also have to follow 
additional rules that grant to the others feelings and responses which are 
different from mine. Throughout the process of analyzing my notes, it is 
important to maintain a sense that there is much in each interview account 
that goes beyond my own limited experience. My task is to try and uncover 
what I can do with the tool of “m yself’ and my personal recognitions and 
to expand my recognitions by constantly challenging my understanding 
(Krieger 1993).

Conclusion

The interview reflection was difficult because I had to discipline myself 
to note a reaction, and at first my perception was captured by the content of 
the conversation. It took time to figure out the logic of my own reactions, 
my hidden agenda. This process became highly self-analytic, more than 
expected, and new ideas were brought to my attention.

The above account of the exercise I engaged in was a source of insight 
both into others and myself. It gave me a feeling that I had a right to say 
something that was truly mine. I found a voice in which I could speak. It 
helped me to identify the “hidden” personal agenda: in a bad sense it hin
dered seeing and in a good sense it enhanced understanding. These are the 
kinds of conditions we need to articulate, since they are crucial in the anal
ysis and interpretation of data.

I think that often in human research, this is what we really do. We see 
others as we know ourselves. If the understanding of “se lf’ is limited and 
unyielding to change, the understanding of “the other” is so as well. The 
great danger in doing injustice to the reality of the “other” does not come 
about through the use of “self,” but through the lack of using a full enough 
sense of “se lf’ which, concomitantly, produces a stifled, artificial, limited, 
and unreal knowledge of others (Krieger 1993).

My experience of introspective examination proved surprising because 
by searching myself I ended up with contextualization, finding the world of 
another person, in this case an artist.
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Martti Raevaara

Studying Critique Sessions in the Visual Arts

Critique sessions, where students ’ works are criticized, are gene
rally regarded as a central element o f  art education. However, little is 
known about the characteristics o f these sessions and how they con
tribute to the artistic learning process. Martti Raevaara, a research 
student at the University o f  Art and Design in Helsinki, presents an 
approach using several methods to study critiques during courses in 
fine arts at the University.

In the education of art and design, students improve visual skills and 
knowledge mainly by doing visual exercises and participating in the cri
tiques of this work. But what is the meaning and contribution of criticism to 
the teaching and learning processes and what are the characteristics of the 
critique process? In my research I want to reach some possible answers to 
these questions. In this article I will examine the multimethodological ap
proach and educational connoisseurship from the viewpoint of my research. 
First I will describe and clarify the subject and the concepts; then I will 
present the focus and my research questions; and finally I will concentrate 
on the methods I have used.

Focusing upon the subject and defining the concepts
The subject of my study is the criticism of visual exercises in the context 

of art and design education. I have focused on the critiques that take place 
at the university level. The criticism of visual exercises is an important part 
of the learning process. The aim of my research is to explain the basic ideas 
and concepts of the critiques in visual exercises and to develop the meaning 
of this criticism for learning and teaching in visual arts.

I focus my empirical study on the critiques that are specially organized 
fo r  criticizing the visual exercises of the students. These critiques will also 
take place during the working process, not only when the work is finished. 
During the teaching and learning processes there are several occasions 
which also include elements of criticism (evaluation, assessment, feedback) 
or which are strongly related to them. For instance the program of the course
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may predefine the goals of criticism. During the teaching process a teacher 
may emphasize certain points, which he or she considers valuable. All that 
may have an effect on the critique. In my study, I collect the background 
information mainly by the questionnaires for the students and by interviews 
of the teachers.

I use the concept criticism instead of evaluation or assessment because I 
want to bring out for discussion the present—often very negative— conno
tation of the concept and to emphasize the possibilities of applying the con
cepts of art criticism in art education. My views and experiences of the 
criticism at the University of Art and Design in Helsinki also form the back
ground of my study. I assume that the criticism is very strongly connected 
to the concepts of art criticism and to the values of the art world at that 
particular moment.

Research questions
My research perspectives can be presented through three main questions 

and some extra questions subordinate to them:
1. What are the predefined goals of criticism and on which points will it 

actually focus during the critiques?
• Which goals and points are used most frequently and how are they relat

ed?
• How, when and by whom are these goals and points determined?
• How are the goals of the critiques related to the aims of art and design 

education?
2. What are the characteristics of the critique process and how does this 

process work?
• What are the basic elements of the critiques and how are these elements 

related?
• How are the critiques conducted by the teacher, the student (as a creator 

of the work) and the other students in the course (including style, em
phasis and methods)?
3. How does the criticism of visual exercises contribute to the artistic 

learning process?
• What is the meaning and contribution of criticism to the teaching and 

learning processes?

The methodological approach
My study is based on a hermeneutical approach, qualitative research 

methods with a multimethodological viewpoint and empirical data. The per
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spective of my study and the role I assume in it can also be embedded in the 
genre of educational connoisseurship and criticism.

The empirical part of my research material will be taken from the cri
tiques of visual exercises done during the courses of fine arts at the Depart
ment of General Studies at the University of Art and Design in Helsinki. 
The students of these courses will come from different departments of the 
university, and the teachers are mostly active artists who are also strongly 
connected with the art world outside the university.

The empirical sources consist of my observations of the critiques, alto
gether nineteen critiques, spanning about 50 hours. I have already collected 
most of the empirical data in the autumn of 1995. The analysis of this mate
rial, the research report and the conclusions will be completed during the 
year 1997. ~

Educational connoisseurship and criticism

Elliot Eisner has generated the terms educational connoisseurship and 
educational criticism.

Connoisseurship is a private act, an act of recognizing and appreciating 
the qualities of the subject to be studied. Criticism, in contrast, is a public 
act, the art of disclosure, the ability to share your “pedagogical discoveries 
and treasures” with others. Educational criticism is not possible without 
educational connoisseurship.

Connoisseurship means that the role of the researcher as an educational 
expert is central to the study. Connoisseurship requires extensive prior ex
perience in educational issues as well as familiarity with the educational 
situation. Connoisseurship involves a holistic approach and perceives things 
as they are related to each other. It is the ability to make fine-grained dis
criminations among complex and subtle qualities (Elliot Eisner, The En
lightened Eye, 1991).

Through that knowledge and skill a researcher is also able to develop 
proper research methods and to apply them. I think it is also important to 
emphasize that this connoisseurship does not give a researcher the right not 
to state arguments supporting his or her choices, solutions, claims or con
clusions. Neither can it be used as an argument by itself.

Connoissseurship has an important role in every section of my study: to 
map the research field, to develop the methods and to use them in collect
ing, classifying and analysing the empirical data, and to make conclusions 
and to formulate results.
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The use of the concepts and theories of art criticism
Earlier I argued for using the concepts and theories of art criticism in my 

research. One interesting connection comes from the fact that the genre of 
educational connoisseurship and criticism has its roots in the fine arts, too, 
in the work that critics have done. Elliot Eisner, the creator of the terms, has 
compared the work of art critics with qualitative inquiry.

Art criticism is often divided into three components, which are based on 
the main questions of art criticism: What is this (as an art work)? What does 
it mean? What is its value? The possible answers to these questions have 
created the traditional methods of art criticism: a critic must describe, inter
pret and evaluate. Many theories of art criticism also include that a critic 
must theorize the work of art and connect it to the broader contexts of the 
art world, art history or art philosophy. I have also applied this division in 
my observation form.

Multimethodological approach in collecting 
the empirical data

The empirical data consist of my observations of the critiques. To focus 
my observations and to document the information I used an observation 
form, video documentation, notes and comments in my critique diary, in
terviews with the teachers and a questionnaire for the students.

In the following I will shortly discuss some of the interesting and impor
tant points that use of the empirical methods brought up.

The observation form  focuses primarily on what I wanted to observe in 
all the critiques. It also gives certain unity to the collected data. It took time 
to learn the coding of the critique for the observation form. The coding 
became all the time more exact and fine-grained. It was like developing a 
new language by given signs. The more I coded the more meaningful and 
rich combination of signs I invented.

The video documentation. The presence of a video camera and a re
searcher always affects the situation in one way or another. I put the video 
camera in the background; it was like one of the quiet students in the cri
tique. The camera documents a limited view of the situation, but at the 
same time it catches sounds from the whole space, particular from behind a 
corner. The video documentation has only an assisting role as a support to 
direct observation and data from other sources. It provides me with the 
opportunity to confirm my views or it may also give counterarguments.

The interview fo r  the teachers was half-structured. Through the inter
view I wanted to get background information for my observations. The in
terview is always a pedagogical intervention.
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The questionnaire o f the students was half-structured and formulated so 
that the answering did not take too much time. The questions were focused 
mainly on the same points as the interview for the teachers. It is important 
to motivate the students to answer the questionnaire. The questionnaire is 
always a pedagogical intervention.

In the critique diary I commented on every critique separately. I focused 
primarily on what I wanted to write about all the critiques: the general in
formation, how the methods worked, the characteristics of the critique proc
ess and the basic concepts used by the teacher and the students. There was 
also the heading “other observations” for any interesting or unexpected per
ceptions. The focusing gives unity to the data; the same applies to the the 
observation form as well. After every critique I reserved many hours for the 
writing. I think this was very important for the intensive reflection of how 
the methods were applied during the critique. For me this was the way to 
become conscious of the relationship between the contents and the methods.

The multimethodological approach does not itself ensure the validity of 
the research. It is important to pay attention to how the methods are linked 
together. This includes how these methods will get data from different 
sources, how comparable these data are and how they can be evaluated.

Any method involves an interpretation of the subject and its qualities 
and it will focus on certain parts of the complex and fine-grained entirety of 
the critique. Any method will also document the information in its own 
“language.” There is a strong connection between the methods and the con
tents. A researcher must be conscious of that relationship, and one part of 
the methodological approach is to reflect on the application of the methods 
to different critique situations and to different phases of the critiques. Al
though a choice of methods means focusing in scope, a researcher must 
always be very sensitive to any dimension of the subject.
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Martina Paatela-Nieminen

Intertextuality and Multimedia 
in Visual Arts Research

According to Julia Kristeva, texts have a variety o f meanings in the 
intertextual space in which they relate to other texts. Martina Paatela- 
Nieminen, a research student at the University o f Art and Design in 
Helsinki, points to some methodological consequences o f this view. 
She describes how interactive multimedia may help the researcher to 
analyse pictures and how Alice in Wonderland illustrations can be 
seen and interpreted linearly, associatively and intertextually.

I have designed an intertextual method for use in art education research 
in my licentiate thesis Intertekstuaalinen tutkimus englantilaisista Alice in 
Wonderland -kuvituksista vuosilta 1984-1994 ja  Alices in Wonderlands - 
multimedia (Intertextual research on Alice in Wonderland illustrations be
tween 1984-1994 and Alices in Wonderlands multimedia; Paatela-Niem
inen 1996) with which one can study texts in relation to other texts. I take 
the term texts to mean both visual and verbal signs. The model has been 
taken from linguistics, in particular the ideas about intertextuality of Gérard 
Genette and Julia Kristeva. Some of their terms have been applied for my 
own purposes. The model is applied, in my licentiate thesis, to the study of 
illustrations of English children’s literature. In this paper I will concentrate 
on this intertextual model.

When I began my research I had an ambiguous problem in mind. Inter
preting artworks and teaching about art is essential in art education. On the 
other hand, we may ask if the traditional interpretive models are still effec
tive in our post-modern culture which is made more ambiguous by new 
technology and media.

At the beginning of my research I represented quite a traditional semiot- 
ic viewpoint according to which an artwork is a sign, and I also believed 
that it is essential to attain the artwork’s truth and ultimate meaning. But 
then I discovered that, according to Roland Barthes, an artwork is not a 
closed system but has many different meanings. Attendant culture and sub
jectivity affect the interpretation process. I became interested in finding out 
more about linguistics and I finally ended up with intertextualities.
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Firstly intertextuality (Worton & Still 1993) means various things to dif
ferent researchers. However one may say that intertexts have a number of 
principles in common, such as the idea that behind a text there is always 
another text. According to the ontological principle of intertextuality it is 
never a closed system, because one can never interpret all of its different 
relations. This is due to the text’s origin. “Text” means in Latin texture that 
can never be interpreted wholly.

Secondly, the author/reader operates in the field of various influences, 
references and quotations. Thirdly, the text needs to be read and in that 
process the reader introduces his own associations, emotions and thoughts 
about other texts. For this reason, texts are emotionally and politically 
charged. Furthermore, texts are also never finished because the reader him
self changes constantly.

The intertext is thus a theoretical construct that serves the process of 
reading, interpretation and signification.

My research problems arose from the consideration of intertextuali- 
ties. I have planned an intertextual method for art education, where the 
texts are open and they are influenced by the viewers and the text’s uncon
scious. I investigate the illustration of children’s literature where the dia
logue between the words and illustrations is important. The illustration of 
the children’s literature is a specific poetic-expressive art form. My main 
research problem deals with the wholeness of pictures and words and also 
with the question of how words operate as a basis for illustrations.

I particularly study Alice in Wonderland illustrations where I apply 
Gérard Genette’s linguistic system. I study Alice in Wonderland works and 
investigate how Julia Kristeva’s ideas of collective unknown are suited to 
an investigation of the illustrations. I have also produced a researcher’s tool 
in the form of an “Alices in Wonderlands” multimedia, with which all the 
illustrations and artworks belonging to the research can be investigated. 
The multimedia also visualizes the intertextual model and presents the re
search material.

My source material consists of 19 English Alice in Wonderland works 
published between 1984-1994. There are also many reprints such as Lewis 
Carroll’s and Sir John Tenniel’s own illustrations. The works have been 
mostly loans from England and Germany. I have sought the source material 
mostly from the British Library Board database and the Whitakers Book- 
bank CD-ROM service. The multimedia consists of about 1400 digitized 
illustrations and artworks.

The intertextual method that I have planned for an art educational re
search context consists of three parts. The method is applied to the first 
chapter of the Alice in Wonderland work. The starting point for the meth
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o d ’s first part are texts, Lewis Carroll’s and John Tenniel’s illustrations to 
the first chapter. I have studied them according to Genette’s (Lyytikäinen 
1991) paratexts. With a paratext he means a traditional source material. For 
example, péritexts are headings, preface and foreword. Épitexts are for ex
ample letters, diaries, comments, pictures, interviews and manuscripts. Pa
ratexts, however, are not to be used in a traditional way in order to help 
explain the artist’s background. Nor do they explain causalities or the orig
inality of the artist’s artwork. Paratexts are essential only when explaining 
the various meanings of the texts. The focus is on the texts which have 
many different textual possibilities for the researcher to interpret. For ex
ample, I introduce source materials that explain the texts, starting from the 
illustrations (texts). This is a historical part of the method, concretizing the 
art world of Victorian society. I consider the historical part essential also to 
the art teacher. The focus is on the texts that paratexts shed light on and 
support. The researcher’s subjectivity and associativeness determine what 
is to be interpreted from these texts.

Secondly I read the source materials palimpsestically, according to Gen- 
ette (Genette 1982), as a visual continuum. Fie distinguishes between hy
pertexts and hypotexts in terms of textual transformations. Hypertext is a 
transformation of hypotext. There are two different types of transforma
tion: direct and indirect. Indirect transformation can also be called imita
tion because the hypotext imitates and works as a model for the hypertext. 
In direct transformation the change is already placed in hypertext. Genette 
has developed a linguistic system which defines subtle differences in these 
transposition categories. In hypertextuality the transformation types of var
ious texts can be studied. Genette also defines tones for the texts.
1. Severe imitation
2. Transpositions:

the formal transpositions are: translation, dramatization, 
transfocalisation, quantitative and amplification, and 
the thematic transpositions are: diegetic and pragmatic.

3. Tones: serious, polemic, satirical, ironic, playful and humoristic.
In practice the multimedia helps the researcher. I scanned all the illustra

tions into the computer. Then I planned the software where one may com
pare the architexts that are Carroll’s and Tenniel’s texts with all the other 
artists’ illustrations. For example we can compare the architexts’ white rab
bits with the other illustrators’ rabbits. My purpose is not to compare the 
rabbits with each other traditionally, just to find out who influenced whom. 
The aim is to make comparisons in order to find out what kinds of transfor
mations exist between the illustrations.

For this reason I think it is important to see the illustration in different
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sizes. In a small format one may see the images in relation to the story. This 
gives an idea of how the artist emphasized the illustrations, because some 
of these pictures are tiny like vignettes and other pictures fill the whole 
page. In the middle size, I have changed all the rabbits’ sizes to be the same. 
Now one can see the visual continuum and find out how the pastiches differ 
from each other and what the transformations are like. In addition to these, 
one may see the pictures in large size; then it is easier to make more exact 
observations of the details. One can also make comparisons in all sizes. For 
example, we may compare the watches of the white rabbits by moving their 
place on the screen. I also consider it important to be able to investigate the 
images individually on the screen. By double clicking the image, I can see 
the picture on its own.

The following section is a part from my interpretation of Anthony 
Browne’s (Carroll 1988) white rabbit where I apply Genette’s transforma
tion: “The illustration enlargens the story because the milieu has been 
changed. Browne has changed Carroll’s and Tenniel’s allusionary back
ground to a verdant English river landscape. It refers to Carroll’s and Al
ice’s historical boat trips which they used to take together. The theme 
also refers to Carroll’s and Nursery Alice’s dream which is emphasized 
with surrealistic methods. The theme is also broadened by new objects 
that have clear symbolic meanings. For example, one sees in the fore
ground a butterfly, a snail and a watch in detail. The ambivalence of the 
works is increased by symbols. The look of a snail means to be surprised. 
The wings of a butterfly symbolize the dream fairies and Hypnos, the god 
of sleep. Both of these are connected to Alice’s dream because her adven
ture may be interpreted as a dream or a journey to the subconscious. The 
theme of time is particularly emphasized by adding another watch in the 
foreground. The watches have a connection with Carroll’s opinion of time. 
They emphasize time and the timeless, haste and unhurriedness. The 
clothes of a rabbit also enlargen the theme. It has a white collar, a tie, a 
waistcoat, trousers and a pocketwatch like Carroll’s and Tenniel’s rab
bits. But Browne’s rabbit does not have an umbrella, the sign of the Vic
torian gentleman. The coat of the rabbit is also colored with marked ver
tical stripes that are exceptionally bright and differ from the Victorian 
tradition. The surrealistic, unreal coat that fits in the dreamworld is in 
contrast with all the other, more traditional clothing. Browne illustrates 
the ambivalence of being awake and sleeping, the real and the unreal.”

The purpose of the multimedia is to work as an open tool with which one 
can examine the illustrations, transformations and relations. The purpose is 
not to present the researcher’s own interpretations which are to be found in 
my licentiate thesis. I have studied the differences with the help of Genette.
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The main difference draws one to the text’s subconscious.
Thirdly I study the cultural and poetical meanings of the texts for the 

researcher-subject according to Kristeva (1984). With poetic language one 
may study how texts relate to other texts in the intertextual space in which 
they intersect. Texts have a variety of meanings in that textual space, de
pending on what the subject wants to interpret in the signification process. 
That is why my own interpretation is also part of the research problem. In 
practice I broke away from the Alice in Wonderland illustrations, in this 
case from the white rabbits; and I wandered into the sphere of cultural mem
ory, the intertextual space where I meet all the other mythical rabbits in art 
works and in children’s literature.

Kristeva’s signification process is based on a psychoanalytical subject 
theory of the conscious and the unconscious. She uses terms such as semi- 
otic, symbolic and chora. According to Kristeva, texts have a subconscious 
where the traces remain. In poetic language one can differentiate between 
genotexts and phenotexts. The genotext can be seen as the underlying foun
dation of a language. Genotext is the basement where the text is given shape 
and it is also the process that gives birth to its structure. Genotext, however 
is not a linguistic structure, because it obeys the rules of communication. 
Phenotext denotes language that serves to communicate. It describes in 
terms of competence and performance. The signification process includes 
both genotext and phenotext because they are both parts of the process. 
These traces become conscious when verbal images are combined with 
them. The text’s subconscious becomes visible when the cracks in the sur
face mobilize the meanings stored in the text’s memory.

The open meanings are most relevant in this methodological part. For 
this reason, I present the cultural rabbits in the multimedia chronologically, 
proceeding from the newest to the oldest. The viewer may make his own 
interpretations of the works. My own interpretations are all presented in my 
licentiate thesis. In the multimedia, one can also browse through the pic
tures, one by one, according to one’s own desires. The works bring to the 
viewer his own memories that do not perhaps have anything in common 
with the researcher-subject’s interpretations. On the other hand, I think that 
many of us Finns have the same rabbits in our minds that are included in the 
multimedia, due to our cultural background.

My multimedia includes also an interactive book containing all the 19 
Alice in Wonderland works with all their pictures. All the artists are situat
ed under each other so that the three on the top are Carroll’s and Tenniel’s 
focus illustrations. The illustrations following them are artists from the new
est to the oldest. All the various Alice in Wonderland illustrations can be 
seen linearly, associatively and intertextually. One may choose one artist
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Intertextual Model

artwork

Artists and th e  v iew er m eet  
in th e  d ia logue

and see his work linearly. We can see how an artist has illustrated an Alice 
in Wonderland book by viewing it picture by picture according to the plot. 
One can also read the works intertextually. Then one will read the illustra
tions in an image continuum. For example, one may study all the events 
that are illustrated by different artists or those events that are illustrated 
only by one artist. We can also browse the multimedia associatively. Then 
we choose the artist and pictures we want in our own way. The plot of the 
story of Alice in Wonderland will change a great deal depending on how it 
is read and what pictures are included. There are about 800 pictures in this 
part so the experience will be different depending on which of these pic
tures one will include in one's own story.

M y conclusions  are that intertextuality represents an important pedagog
ical model for art education research. The cultural relationship between 
texts can be investigated subjectively. Intertextual reading is very challeng
ing because in the interpretative process one moves broadly in the text’s 
culture at all its different levels.
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Pirkko Pohjakallio

Reflections on the Art Education History

W hat can we learn fro m  ch ild ren 's  p ic tu res?  D uring  the last d e 
cade, Pirkko Pohjakallio, a research studen t a t the U niversity o f  A r t  
and  D esign in H elsinki, has been involved  in h istorica l research. In  
her p resen ta tion  o f  a recent CD -RO M , she em phasizes the role o f  art 
education in build ing  a na tiona l iden tity  a n d  in shaping  gender roles. 
C h ild ren ’s p ic tu res  are a lso  used  to analyse how  educational co n 
cepts and  p h ilo soph ies have changed.

Since 1988, the Department of Art Education at the Helsinki University 
of Art and Design has carried out a History Project. The Project has gath
ered a collection that contains children’s art works done in schools, teach
ing materials, and other documents on teaching, and it has interviewed 
teachers who have long worked in their field, as well as their students. The 
archives have collections by individual teachers that contain children’s 
works accumulated by teachers who have long held positions in their 
schools. The competition collection from the National Board of Education 
consists of student works entered into drawing competitions organized year
ly from 1939 to 1981. The archives also contain collections from specific 
schools, a collection representing the teaching of writing, teaching curricu
la, copies of pictures, text and sound recordings, as well as publications. I 
have discussed the History Project in the publications Im ages in Tim e  and 
P ow er o f  Im ages, among others (Laukka e t al. 1992, Piironen 1992).

The Project has organized several exhibitions, in which it has attempted 
to shed light on the trends or paradigms (Efland 1992, 12-15) in art educa
tion. In October 1996, the History Project organized an exhibition titled 
Kuvitella vuosisata (Picturing a Century). It was opened in connection with 
the 90th anniversary celebration of the Finnish Art Teachers Association. 
The exhibition tested a CD-ROM, produced as a study project by the De
partment of Art Education at the University of Art and Design. Most of the 
material for the CD-ROM comes from the archives of the History Project. 
Students, in various study groups, have produced segments for the CD- 
ROM that, using the technique of hypermedia, tells about the history of the 
Finnish art teaching. The user interface and visualization are also realized 
through the efforts of the students.
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History—why and how?

Research interests of the art education History Project have been kindled 
by practical work and by a need to understand the reasons for the changes 
that have taken place in art education. Students have written theses and 
done Master works based on questions raised by the archival material. They 
have, for example, interviewed former students of their parents’ or grand
parents’ generation, whose works are included in the archives. They have 
gathered stories about teachers, life in school, teaching methods, school 
culture in general, and have acquired historical documents. The research 
process has been significant to many students personally as well. Students 
have met interesting people, and through their interpretations, the students 
have had to reflect on their own identities as teachers or as artists. The 
differences or similarities in the recollections of those interviewed, the ide
as and interpretations experienced as significant, have made the students 
examine the research methods and the matters that justify the drawing of 
conclusions.

Knowledge through pictures

The Project has discussed what kind of knowledge pictures convey, how 
to interpret different images, and how to use them to build a history of 
changes in the profession and in the art educational ideas. One attempt to 
construct a picture of art education in Finland is the CD-ROM tested at the 
exhibition “Picturing a Century.” It will include short treatises and stories 
about teachers, students, school buildings, the contents of teaching, and the 
times. Messages conveyed by the pupils’ works from the history archives, 
from the last century through to the present day, form the thread that runs 
through it all. From the pictures one can see, for example, how a national 
identity through art and art education is built. Finnish nature, cultural land
scape, and the way of life were emphasized in children’s works in the early 
part of the century. A nation was built through pictures. During the war 
years, pictures encouraged joint responsibility; after the war, they told about 
work and rebuilding. The language of modern art is not clearly evident in 
the schoolchildren’s works from the archives until the 1960s, as is the case 
with the expanded field of art, the environment and the media.

The CD-ROM tempts its user to have a dialogue with the historical doc
uments. It also offers interpretations, the accuracy of which the user can 
evaluate by examining the same material himself. In addition to pictures by 
students, the CD-ROM uses other documentary images to build a picture of 
the times and to tell about the people. What did the children look like in
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their drawing classes, and how about the teachers and the school milieu? 
Images link with texts and with other images. The interactive structure of 
hypermedia with its cross-reference is perfect for presenting the idea of 
history as nonlinear, the everyday life and “small” histories of art educa
tion.

Women’s history?
To a large extent, the history of Finnish art education is a history of 

women. A large share of the teachers have been women, whose work the 
history of education or the history of art has not discussed. Women’s stud
ies have presented new angles to conventional biographical or working life 
studies that have been made or are under way within the History Project. 
The pictures in the archives also raise questions about the role of the school 
in shaping gender roles.

Paradigms in art education
With the help of the pictures in the history archives, one could easily 

construct art education manifestoes that differ markedly from one another. 
By utilizing pictures and by interviewing teachers who have done a long 
day’s work, the Project attempts to build a picture of the paradigmatic 
changes in Finnish art education. How have teachers’ ideas about art, stu
dents, education, and teaching changed, and what has brought about the 
change? This question is being examined, for example, by using a (work) 
biographical approach, a research method in which a story describing the 
(professional) life of a person or persons constitutes the empirical material. 
On the basis of this story, an attempt is made to understand the actions of 
the person being studied (Vilkko 1988, Sulkunen 1988, Syrjälä & Num- 
minen 1988, Bruner 1990, Polkinghorne 1988, Freeman 1993).

The archives provide material for considering the influence of an indi
vidual teacher as well. Once in a while, the actions of a particular teacher 
have attained publicity and have influenced the spread of new ideas. In the 
field of art education, exhibitions and published images seem to have had a 
strong influence on the profession. The Project examines, for example, a 
teacher who gained publicity through the works of her pupils, and her role 
as an interpreter and intermediary of the expressive child-centered view in 
art education. Where do “hypertexts” and “links” come from?
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The concept of knowledge

In modernism, history has been seen as a development and progression 
from a more primitive to a more advanced life experience. Post-modernism 
has questioned our faith in progress. Even modern understanding of the 
nature of knowledge has been called into question. Instead of believing that 
knowledge is a true reflection of reality or of nature, knowledge is being 
viewed as a piece of a puzzle representing reality and as an interpretation 
jointly made and recognized by individuals and groups.4

Concepts of knowledge appearing in the practices of art education have 
been examined, among others, by Efland, Freedman, and Stuhr (1995). A 
broad consensus prevalent in art education about, for example, the univer
sal applicability of formal elements in analyzing and describing works of 
art, has been called into question. This type of formal analysis is considered 
to be valid only in certain contexts when discussing abstract, non-expres- 
sive Western art. Formal analysis does not increase the understanding of 
works of other cultures. Without a cultural environment, a meaning does 
not get across. Historical school drawings also need to be surrounded by a 
cultural environment in order to open up to their interpreter.

The concept of man
Ideas about the individual and individuality have also changed. The idea 

of an individual as an autonomous rational being capable of actions inde
pendent of others has also been questioned. It has been maintained that 
autonomy in itself is an illusion; no one can live outside history. If the 
individual is no longer in the center, when art and artists are being dis
cussed, then the concepts of individual genius, of originality, and of the 
uniqueness of individual expression become less significant. At the same 
time, there is an increased need to understand the meaning of social and 
cultural connections in various forms of art.

Historical analysis can help us understand that many ideas about human 
nature and art, once considered universally applicable, were in reality built 
by their society and arose from the requirements of their times and of their 
cultural needs.
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Tar ja  Kankkunen

‘Gender Play’ in Students’ Artistic Expression

B ecom ing  boys and  g irls shou ld  be seen as an ongoing process, 
a ’gender p la y ’ in w hich children actively  participate, says  Tarja 
Kankkunen, a research s tuden t a t the U niversity o f  A r t a n d  D esign in 
H elsinki. H er study is based  on classroom  observations in a 7th grade  
a rt class and  her ow n teenage d iary a n d  pictures, as w ell as the p ic 
tures o f  her children. L ike m any postg radua te  students in H elsinki, she  
considers in teractive m ultim edia  to be a usefu l research tool.

School is an important factor in the production and maintenance of the 
gender structures in our society and culture, and there is no reason to ex
clude art education in the school context as more ‘innocent’ in this respect 
(Koskinen 1989; Lahelma 1992; Picard 1989). However, construction of 
gender either in or outside school should not be seen as a one-way act of 
adults or educators socializing children into boys and girls but as a process 
of unfolding divisions and boundaries, alternately strengthening and being 
challenged, a ‘gender play’ in which children actively participate (Thome 
1993). The reality and identity—including sexual identity— of an individu
al are perpetually forming in the reciprocal relation to other individuals and 
to the cultural structures of the society (Berger & Luckmann 1994).

My experience as an art teacher in school and as a parent of two children 
have given me cause to assume that the norms and incentives that have an 
impact on gender constmction in our society in general, also work in the 
area of artistic expression. That there are gender differences in children’s 
motivation and expression, and aesthetic preferences in the area of art seem 
to be accepted by researchers and in theoretical writing today (e.g. Flannery 
& Watson 1995; Mortensen 1991; Nielsen 1995). Although studying the 
formal and content differences in the girls’ and boys’ ways of expression 
and aesthetics in the school art context is an obvious part of my task, the 
purpose of my research is not to enhance these presently apparent divi
sions. On the one hand, my aim is to try and grasp some of the socio-cultur- 
al preconditions and processes that might help such divisions to evolve. On 
the other hand, I want to consider the significance and status of the possible 
gender-differing ways of expression and artistic languages in relation to the 
more general systems of values and meanings in our culture.
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Methods and data
My methods are qualitative. During the fall of 1996,1 undertook a peri

od of participant observation in actual art class situations in order to gather 
a concrete starting point and a frame of reference for further reflections on 
the meanings and forms of ‘gender play’ in the area of children’s artistic 
expression in the school art context.

I have been studying one group of 7th grade students with their own, 
formally qualified art teacher but if necessary, I will take on another group 
of 7th graders at a later phase of the study. I chose 7th grade as my object 
age-group because, for most Finnish children in the comprehensive school 
system, it is the first and for many also the last year of art education given 
by a subject teacher. Therefore, in a group of 7th graders participating in 
their first/last compulsory art course, I should be likely to find more variety 
in ideas and attitudes about art and picture making than in any other groups 
in upper level comprehensive school art education. Comparing the ethno
graphic portrayals of two groups of 7th graders would widen the perspec
tive of the study if they were taught by teachers of different sexes or gener
ations, or if there were some other obvious differences in the social or envi
ronmental conditions between the groups.

The observation and conversation notes, photographs, videotapes and 
audio recordings acquired during the field research will form the core of 
my research data. I will be discussing with each individual student at least 
once, while looking together at his/her pictures made within the observa
tion period. The purpose of these conversations is to learn about the stu
dents’ ideas about their pictures and picture making. The classroom obser
vation as such is focused on the situations, events, actions and communica
tions during the lessons in general, as well as on the more subtle actions and 
interactions among the individual students and their teacher.

The research perspective is further widened by the inclusion of my own 
surviving teenage diaries and pictures (b.1960), the first diary of my child
hood friend (b. 1960), my son’s (b. 1988) and daughter’s (b. 1991) drawings 
together with my notes concerning their making and, possibly, the letters 
and interviews of the art teachers that responded to the questionnaire I sent 
to them in the spring of 1996. The informal questionnaire was sent for two 
reasons: 1) to learn how individual teachers discuss and think about the 
existence, relevance and meaning of gender differences in art education, 
and 2) to find one or two teachers who would be willing to let me carry out 
the observation period in her/his art classes.
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The focus of analysis
In the analysis of the field research data, the main focus will be on the 

ways and practices through which the gender-differentiation of the worlds 
of values and meanings is supported on the one hand and challenged on the 
other in the interaction and artistic expression of a particular group of stu
dents in a particular school context. How and in what kind of connections 
does gender become visible in the choices, values, expressions, pictures, 
methods and interactions of the students? How do the students give expres
sion to maleness and femaleness or where do they place themselves in rela
tion to common sex stereotyping? What do they think of themselves as 
students and art makers and what do they think of the subject art? What 
kinds of factors appear to underlie the values and preferences of different 
students? How does the teacher participate in the ‘gender play’?

I am supposing that the images of the students take shape in the intersec
tion of their personal worlds of meanings, of the ongoing event of expres
sion in a particular social situation and context and of the prevailing cultur
al structures. Picture making can be identity-unifying action with its own 
intrinsic value but it can also be behaviour, communication or a reaction to 
something—to other pictures, for instance, or to the actions of others. Pic
tures made by students can be works of art but also messages in artistic 
language. By examining the images together with the knowledge gained 
about their making, I am hoping to identify some of the signs, conventions, 
ideals and rules by means of which the students speak in their pictures. The 
pictures will thus be bound to particular individuals, times, places and in
teractions. I will be pursuing both the students’ and my own interpretations 
of their works to find meanings we give to them as makers and viewers. 
The contextualized pictures together with the interpretations and meanings 
given to them will be studied in connection with different analyses, my own 
experience and each student’s description of the present socio-cultural real
ity.

The significance of the study

It appears that in art education research in Finland gender is a relatively 
new and rare subject, although under the name of feminist research it is 
already an established topic in many other areas of academic study. My 
interest in gender has common features with the interests of feminist re
search: a careful look into the construction of gender can open channels for 
change in the gendered socio-cultural structures.

Furthermore, art education research has had relatively little interest in
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the images and expression of children older than primary school age. This 
may be connected to the fact that the literature and theorizing on children’s 
artistic expression have traditionally had their foundations in the domains 
of art or developmental psychology in which studying these older age- 
groups is often considered problematic or unfruitful. In these domains chil
dren’s images have also typically been studied disregarding their individu
al makers and the context they were made in (see e.g. Arnheim 1989; Gard
ner 1990; Kellog 1970; Lowenfeld 1954; Lowenfeld & Brittain 1975).

An inquiry into the meanings children give to their visual expression and 
mapping of the meeting points of personal motivations and cultural impact, 
carried through in the everyday contexts of art lessons, will thus in itself 
respond to a lack of important basic research in art education (Eisner 1991). 
It can open possibilities of examining the status and potentialities of differ
ing worlds of meanings and values against the more general systems of 
meanings and values in our culture. We can ask, for example, what aesthet
ics or ethics are implied by the modes of expression that are commonly 
experienced as feminine (Garber 1990; 1992).

I am also expecting to shed some light on how the challenging and cross
ing of the gender-linked norms and boundaries could happen. This in turn 
can help answer and find concrete strategies and solutions to some of the 
questions that are found problematic in art education; for example, why are 
there so few boys interested in art education today, why are art teachers 
mainly women and how could the diversity of children’s personalities be 
better taken into account in teaching?

Multimedia presentation and analysis
Since the autumn of 1995, along with a handful of basic students of art 

education, I have been involved in making a CD-ROM using materials from 
the art education archives (documents about art teaching and teachers and 
old pictures made by children during art lessons) in order to give a glimpse 
to the practices and ideas in Finnish art education in the 20th century.1 The 
experience of planning and making interactive multimedia on the computer 
has given me the idea of using this new format for presenting and reporting 
my research. It may also be a useful tool for analysing the varied research 
materials. As to the presentation I have in fact made a little start already: 
one section on the CD-ROM will be a small compilation of my childhood 
cartoons, diary notes and paper dolls. The compilation is shown as an ex

1. The CD-ROM will be published during 1997.
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ample of the picture making that was practised outside school by a particu
lar 12-year old girl in the beginning of the 1970s. In addition, I have started 
digitizing my children’s drawings for later analysis.

I see interactive multimedia as a promising future tool particularly in art 
education research, in the hands of researchers who are not only skilful in 
writing but have insight into the dimensions of other forms of expression 
and communication as well. Besides written text, it allows for presentation 
of materials and ideas in formats that might be more suited to illuminate 
them than in text form. The various types of research data can be digitized 
and combined in flexible multi-mode descriptions and, most importantly, 
the reader can be given the tools for making his/her own analyses and inter
pretations of the same material.2 By using interactive multimedia as a tool 
for analysis and reporting I will be experimenting and, hopefully, expand
ing its usefulness for research purposes, especially in the area of artistic 
research.
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Finnish Researchers and Research Students

Research in progress by postgraduate students 
at the University of Art and Design, Helsinki1

Ahoniemi, Pirkko: Elämyksellinen vaatetussuunnittelu. Raportti taideteoksen 
käynnistämästä käsityöllisestä vaatetussuunnitteluprosessista (Experiental 
clothing design. A report on clothing design processes started by works o f  art) 

Apuli-Suuronen, Riitta: Kuvataide osana kulttuuria: Ruotsinja Suomen lukiokou- 
lujen kuvataiteen kirjoitettujen opetussuunnitelmien vertailua (Visual art as a 
part o f  culture: a comparative study o f  written curriculas in Finnish and Swed
ish high schools)

Forsman, Anna-Christina: Att initiera visuellt tänkande (To initiate visual thinking) 
Fredriksson, Päivi: Kuvataiteen perusopetuksen toteutuminen käytännössä (The 

practical implementation o f the outer-school visual art education)
Granö, Päivi: Taiteilijan lapsuuden kuvat (Artists’ childhood images in their con

text)
Grönholm, Inari: Portfolioarviointi oppimisen tukena (Portfolios in art education 

and the artistic learning process)
Holmström, Kristina: Taidekasvatuksen tutkimusalan ehdoista (On the terms o f  

the science o f  art education)
Issakainen, Anna-Maija: Kuvataidemuseon mahdollisuudet puntarissa kuvaama- 

taidon opetuksessa—tietoverkot taideväylänä (Possibilities o f  an art museum  
in the teaching o f  art—Network as a gate o f  art)

Juntunen, Max: Elokuvailmaisun formaalit elementit (The form al elements o f  cin
ematic expression— the pedagogical problem o f  form  and structure in cinema) 

Kankkunen, Tarja: Tytöt, pojatja ‘erojenleikki’ kuvaamataidossa( “G enderplay” 
in school art expression)

Krappala, Mari: Tulikuvien tulkinnat— tilataideteos arkipäivän representaatioina 
(Narratives o f  fine art—Installation as representations o f  everyday life) 

Laitinen, Sirkka: Kuvataidekasvatus eettisen pohdinnan tukena (Art education sup
porting ethical thinking)

1. For more information, see Internet UIAH, Department of Art Education, Research.
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Lähteenaho, Merja: Tapaus Dagmar Kemilä. Lapsikeskeinen, ekspressiivinen taid- 
ekasvatustraditio Suomessa (Expressive, child-centered art education and its 
influence on the history o f  Finnish art education)

Miettinen, Raija: Esteettinen kasvatus ja  taiteen merkitys persoonallisuuden kehi- 
tyksessä (Aesthetic education and the significance o f  art in personality devel
opment)

Paatela-Nieminen, Martina: Intertekstuaalinen tutkimus Alice in Wonderland -ku- 
vituksista vuosina 1984-1994 ja  Alices in Wonderlands multimedia (The inter- 
textual research on Alice in Wonderland illustrations between 1984-1994 and 
Alices in Wonderlands multimedia)

Piironen, Liisa: Leikin ja  taiteen yhteydet— onko leikissä taiteen ainekset (Dimen
sions o f  play in art and art education—from  training skills to educating minds) 

Pohjakallio, Pirkko: Kuvaamataidonopettajan kuvat. Suomalaisen taidekasvatuk- 
sen paradigmoja opettajien tulkitsemana (Paradigm shifts in the Finnish art 
education interpreted by teachers)

Raevaara, Martti: Kuvallisten harjoitustöiden kritiikki taideopetuksessa— Kritiik- 
ki taiteellisen oppimisprosessin tukena (Criticizing visual exercises in the con
text o f  art and design education—critiques as a part o f  the artistic learning 
process)

Rantala, Kati (Helsinki University): Kuvataide nuorten identiteetin rakentumisen 
tukena (Narrating self-identity through art—Adolescents’ art in the context o f  
everyday life)

Saikkonen, Tuija-Leena (The University of Jyväskylä): Taidekasvatus ristiriitaist- 
en tulkintojen kohtauspaikkana (Art education as a ‘rendezvous’ o f  contradic
tory interpretations)

Saloranta, Kari: Musiikkivideoiden kuvaviestintä osana peruskoulun kuvaamatai- 
don opetusta mielikuvien rakentajana (The visual communication o f  music 
videotapes as a media o f  building images o f  students in art classes)

Sassi, Sinikka (Helsinki University): Tutkimus verkosta ja  sosiaalisten suhteiden 
muodostumisen tavasta (The network, civil society and formations o f  social 
relations)

Tapper, Helena (Helsinki University): Information Society: “How fa r  can you
get?"

Tarkka, Minna: Mediakerronta (Narrations through media)
Trygg, Tarja: Valokuvan lumo (The fascination o f  a photograph)
Töyssy, Seppo: Kuvaamataito— tulkinta esteettisestä yhteiskunnasta (Visual arts 

as a subject in the upper form s o f  the comprehensive school—an interpretation 
o f aesthetics in society)

Vanhanen, Leena: Ympäristöherkkyyden kehittäminen peruskoulun ala-asteella 
kuvataiteellisin keinoin (Developing environmental sensitivity with the aids o f  
art education at the lower grades o f  the Finnish comprehensive school)
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Kristian Pedersen

Art Education in a Critical-Constructive 
Perspective

When in 1976  Kristian Pedersen was em ployed  by the R oyal D anish  
School o f  E ducational Studies, he becam e the f ir s t  D ane given respon- 
sib lity  fo r  stud ies in v isual arts education. In  this chapter, he describes  
how  he w ent on to lay a fo u n d a tio n  fo r  research, curricu lum  d evelop 
m en t and  innovation o f  the subject. H e also describes the in fluence o f  
R ussian  and  G erm an scholars. W olfgang K la fk i’s theory o f  ”exem 
p la ry  learning ” turned  ou t to be particu larly  useful.

My chapter will deal with the overall structure in the development of 
visual arts education in Denmark over the last two decades and the ideas 
that have governed this development. But first a few words about the situa
tion when the process began.

I was employed by the Royal Danish School of Educational Studies in 
1976 as the first researcher within visual arts education in Denmark. From 
about 19801 started to wonder about how to innovate the subject and how 
to implement B.A., M.A. and Ph.D. studies in further education of teachers 
in this subject.

Being alone in my field, I decided to put a great deal of weight upon 
development works, because it gave me the opportunity to cooperate with 
professional art teachers in schools regarding the task of developing the prac
tice and theory of the subject didactics1 in school and in teacher training.

Demands for an educational theory 
of visual arts education

In order to cope with this situation, I started out with educational analy
ses of the literature used in teacher training in order to be sure of the tradi
tional positions within the subject in Denmark, supported by some concep
tions in the other Scandinavian countries which I was very much in contact 
with. Because I had about twenty years of experience as a teacher in this 
subject in school and in teacher training, I was very familiar with the educa
tional practice in the field.
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In these analyses I raised the following main questions:
1. What is the conception of the learner?

— dealing with questions about development, perception, representation, 
cognition, learning, etc.

2. What is the conception of the means of learning?
—dealing with the contents, methods and aims of visual arts education 
in curricula, literature and pratice.

3. What are the relationships proposed to the historical traditions within 
visual arts education and the pictorial traditions in society?
—dealing with questions about maintenance and renewal of productions 
and analyses, expressions and communications, visual forms of languag
es in art and visual communication.

4. What are the ideas about how learners may develop their skills in han
dling pictorial language?
—dealing with important questions about how pictorial language may 
develop from different sources as direct experiences about the learner’s 
world and as indirect experiences from contacts and analyses of differ
ent forms of pictorial language, etc.
On the basis of answers to these questions I raised two other main ques

tions:
5. What is the conception of the specific artistic learning processes within 

the educational process?
6. What is the conception of “Bildung”2 in visual arts education?

—dealing with the ideas of the outcome of learning processes.
These were my pedagogical demands for a comprehensive theory of vis

ual arts education. Of course I knew that no single position was putting the 
same weight on all these questions. The reasons why I stressed these ques
tions were: 1) they deal with the main questions in different positions of 
pedagogical traditions in Europe within positivistic, humanistic, critical and 
historical materialistic approaches, 2) the answers to them may be very in
spiring and constructive to practical education within the field, and 3) it 
was my aim to teach professional art educators that the subject of visual arts 
education is not just the implementation of knowledge from the arts or the 
sciences that reflect the arts. Instead, it is an interdisciplinary subject with 
its own structure and themes of knowledge, drawing upon knowledge from 
visual arts, psychology, sociology and history of the visual arts as well as 
knowledge from pedagogics, didactics, psychology, sociology and the his
tory of general education.

On the basis of these pedagogical analyses I could categorize the an
swers in terms of the following didactic main questions within the subject:
1. What are the aims of visual arts education?
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2. What are the contents of the subject and the contents within pictorial 
activities?

3. What are the pedagogical and discipline-oriented methods of visual arts 
education?

4. What are the political interests and the interests of knowledge within 
visual arts education?
Again, these are main questions coming from different didactic posi

tions in Europe containing approaches from natural, humanistic and social 
sciences. And not every didactic position puts the same weight on all these 
questions. To give an example: As we know some supporters of positivistic 
and historical materialistic approaches have so much confidence in their 
metatheory that they hardly approve the mentioned understanding of didac
tics. For instance, there are methods often implemented from academic dis
ciplines without sufficient reflection of the learner, of her or his cultural 
situation in ordinary life, and of aims and interests of knowledge in the 
subject.

Using these forms of pedagogical and discipline-oriented analyses, I came 
to the conclusion that four different main conceptions were influential in 
visual arts education in Denmark and the other Scandinavian countries:
1. The sub jec t as cra ftm anship

Weight upon methods, skills and techniques organized from elementary 
ones to complex ones in a hierarchical structure of the means of learning 
in curriculum and in literature. In Denmark this conception was preva
lent in the period 1930-1950, and it still exists in some places, especially 
among supporters of practicism. In the 1960s the conception was sup
ported by a general positivistic approach to schooling imported from the 
USA. The position is guided by “die Theorie der materialen Bildung.”

2. The subject as ch ild -cen tered  education
Weight upon the learner’s preconditions for education, upon develop
ment understood as natural growth, upon developmental psychology, 
upon stimulation by means of materials and themes, which may support 
the natural stages in pictorial development. This conception came into 
being in Denmark around 1950-1965 and was strongly supported by the 
international idea of “Education through Art”— especially the ideas of 
Herbert Read and Lowenfeld & Brittain. This position is most often gui
ded by a variation of “die Theorie der formalen Bildung”, i.e. the idea 
that artistic activity will form the abilities of the learner in fruitful crea
tive ways by the formalism of methods.

3. The sub jec t as p repara tion  fo r  art— or as “E rziehung  zu r  K u n s t” 
Weight upon the idea of the cultivation of pupils through their introduc
tion to the problems of fine art, upon formal artistic visual language and



8 4  N o r d ic  V is u a l  A r ts  R e s e a r c h

upon formalistic education and the means of learning understood as the 
aesthetics of fine art. This conception has often been combined with 
child-centered education. The position is guided by “die Theorie der for
malen Bildung.”

4. The sub jec t as visual com m unication
Weight upon the means of visual communication in the mass media 
which is supposed to be the popular means of learning; weight upon 
analyses of pictures as equally important methods as the productive 
methods; and also weight upon communication within the productive 
methods. This position is often supported by a historical materialistic 
approach, the idea of polytechnic and political “Bildung”. The most im
portant conception in Scandinavia has been implemented by BI at Konst
fack (i.e. the Department of Art Education at the University College of 
Arts, Crafts and Design in Stockholm) as “the polarizing pedagogics.” 
In Germany this position has been developed in several movements 
called “visual communication,” “actionism” and “political education in 
the aesthetic field.”
If you study positions at a greater international scale you will see similar 

traditions mentioned in other countries, so Denmark and Scandinavia do 
not greatly differ from other countries in these respects. It must be stressed 
that there is a strong tradition in Denmark for the coexistence of different 
positions. I think that this is because there is also a free school system which 
is guided by curricula but not governed by them.

Empirical research work, development works 
and curriculum-planning in a process of innovation

From these analyses a number of ideas came into being about the practi
cal and theoretical reconstruction of visual arts education. My colleagues 
and I decided on the basis of analyses of traditions, what might be the most 
proper empirical research projects and development works to realize in or
der to innovate our subject. Following this way we have put weight upon 
the following activities for some time.

E m pirica l research pro jec ts
Empirical research on children’s pictorial activity, because we found that 

the traditional and most often used theories about children’s pictorial de
velopment, their visual orientation, perception, cognition and representa
tion were outdated and did not deal with the problems in a modern society 
of information and communication. Ingelise Flensborg, Anne Maj Nielsen, 
Bodil Havskov Jensen, Rolf Köhler, Nils Adelsten and myself have been 
very active in this field for some time.
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D evelopm ent works
In the same way we have stressed development works in order to inno

vate practical education and in order to cooperate with teachers about em
pirical work.

The fact that our students are active in education themselves while stud
ying, give us rich opportunities to experiment with teaching as a means in 
our studies and courses. Very often we have experimented in our courses 
before applying our ideas and methods to the education of children.

As teachers and researchers we have handled many projects of this kind: 
dealing with specific problems as delineation3 on the basis of observation 
in different media, delineation on the basis of fantasy processes, thematic 
pictorial work containing coherent productive and analytic work (as an ed
ucational strategy within the subject and as interdisciplinary work), and 
visual communication in different media—to name some of the projects 
which I have been involved in myself. Today our students are doing a lot of 
that kind of work in their studies.

C urriculum  p lann ing
Through our critical and empirical work movements came into being in 

our subject which called for reconstructions of curricula for children’s 
schools and for teacher training colleges. This process was a very coopera
tive one with the unions of visual art educators in Denmark involved. Be
sides we had to construct plans for B.A. and M.A. studies in order to raise 
the educational level in our country.

These planning processes took place in national and local committees, 
where people who had been involved in the whole process of development 
and innovation often were members. So we had the opportunity to use the 
whole planning process as a way to evaluate and reconstruct the findings 
from our analyses, development work and empirical work.

This overall strategy has been very successful and has greatly influenced 
the quality of study and practice in the field. In many ways we have been 
able to influence the agenda in our own subject at every educational level 
and for the time being we are influencing the educational agenda in the 
whole area of aesthetic and media education.

A critical-constructive approach to visual arts education
C oncerning the theoretica l position

I think that the reason why the position of the Frankfurter School has 
been so important to Danish educationalists is that the Danes do not like the 
extremes of “die Theorie der materialen und formalen Bildung” or the ex
tremes within positivistic, humanistic and historical-materialistic positions.
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We have no strong tradition for curriculum as definite assignments or as 
government of educational practice. In fact, we have confidence in the pro
fessionalism of educational practitioners at the local level. So the Frank
furter position may also have been chosen because it offers communication 
between different positions and solutions to deal with important existential 
and democratic ideas and themes.

Critical theory is based on some fundamental ideas I agree with:
1) The idea that the most fundamental category of existence is practice on 

the biological, human and social scenes.
2) The idea that we may reflect these forms of practice with different strat

egies according to the field of existence and our interests of knowledge:
a) In natural sciences we study and investigate according to our interests 
in empirical knowledge and technical mastery, and in order to be able to 
determine and describe what the facts and concepts are.
b) In the human sciences we also take care of the empirical level (a), but 
in addition we interpret the human culture in order to be able to under
stand what is the important meaning within human culture and of the 
used facts and concepts.
c) In the social sciences we move on from the empirical level (a) to the 
level of interpretation (b), but—guided by an interest of knowledge 
termed “liberation”— we ask what are the missing facts, concepts, mean
ings, ideas, interpretations and explanations. We are also guided by some 
utopian ideas of development, change and innovation of traditions.
3) The idea that the human existence and the human activity can neither 
be reduced to biological/psychological nor to sociological/historical phe
nomena. So human development has to be understood as a process of 
socialization in the specific meaning that the activity of human beings 
must be described, interpreted and explained as an interaction between 
them and the cultural tools, traditions, symbol systems, forms of lan
guage, historical conditions, etc. The human activity is made possible by 
biological, psychological, sociological and historical conditions, but it is 
not determined by them.
In many ways these ideas are very similar to those which have governed 

research work in the Culture-Historical School—especially that part of this 
position which is known as “activity theory.” So persons such as Luria, 
Vygotsky, Leontj’ev, Antonov and Davydov have also been an important 
inspiration for me and other supporters of the critical approach in Denmark.

Concerning the philosophy of science, I have been particularly inspired 
by the work of Horkheimer, Habermas, Marcuse and Adorno from the 
Frankfurter School, although I am not sure that I have learned very much 
from them about arts and aesthetics in society and school. In that field Go-
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mbrich and Hauser are my special “heroes.” In particular, I have been in
spired by Habermas’ writings about the theories of sciences and about com
munication and most of all by his “Theorie des kommunikativen Handelns.” 

On the educational scene these scientists and philosophers have had very 
little to say. On this scene it has most of all been the work of Wolfgang 
Klafki that has meant a great deal to me and many other Danish educatio
nalists. He started his carreer within “Geisteswissenschaft,” but the way his 
work took him over several decades he ended up by supporting the critical 
approach to education. Much of his work may be considered as an effort to 
overcome the extremes of “Die Theorie der formalen und materialen Bil
dung.” Many years ago he made a study, “Das pädagogische Problem des 
Elementaren und die Theorie der kategorialen Bildung” (1964), and his di
dactic constructions were presented in “Studien zur Bildungstheorie und 
Didaktik” (1963). Since then he has reconstructed his theory in articles and 
books, among others in “Neue Studien zur Bildungstheorie und Didaktik” 
(1985). In Denmark we use “Kategorial dannelse og kritisk konstruktiv peda
gogik” (1983) as an important introduction to his educational thinking.

The concept of “die kategoriale Bildung” is his synthesis of “die materi- 
ale und formale Bildung.” In order not to be so deeply engaged in the whole 
body of objective and classical knowledge, he says that a teacher has to 
define the categories of the elementary problems within the subject and 
subject matter, and that he should be able to put tasks to the students about 
these problems in a way that the students from their starting point may inves
tigate a whole body of knowledge which is representative or exemplary for 
main positions within traditions and recent developments in the field. At the 
same time the teacher has to define what is existential or fundamental for 
the learners to know and to handle in order to cope with the preconditions 
of the learners. So the teacher has to cope with the ideas of “opening the 
minds of the learner” and of “opening the subject field and subject matter” 
for the learners in a reconstructive way. The tasks given to the students must 
be “exemplary” to the students and to the subject matter at the same time.

So the most important principle in this critical-constructive position of 
the didactics of visual arts education is “exemplary learning” in a dialecti
cal understanding and it is used for decisions about aims, contents, meth
ods, interests of knowledge and “Bildung.”

E xem plary choice o f  aim s
Using this principle the aims may be expressed at the general level:

1) The main areas of knowledge, forms of expression and communication 
in the culture such as two-dimensional, three-dimensional and electronic 
media as qualitively different fields of representation.
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2) The qualitatively different forms of activity to cope with these cultural 
fields such as experience, expression, communication, analyses and 
craftmanship.

3) The main concept of aesthetical learning and “Bildung” to cope with the 
existential problems of the students and of the culture.

E xem plary choice o f  m ethods
Important methods to cope with these aims may be decided upon as the 

coherent work with production and analyses within a thematic structure in 
project-teaching.
A. Production
1) From observation of real life, because it helps students in their orienta

tion, perception and representation of the world, helps them by sponta
neity and sensing in order to overcome conventions. At the same time it 
is exemplary to the whole field of the naturalistic and realistic pictorial 
culture.

2) From fantasy about the inner and outer world, because it helps students to 
gain insight into their own fantasy-production and into the whole area of 
symbolic meaning within different stylistic forms in the pictorial culture.

3) From feeling about concrete phenomena, because it helps students to 
reflect their own emotional life and to understand the whole area of 
expressionistic culture within different stylistic forms and areas of ex
pression.

4) As communication, because it helps students to use their skills and 
knowledge, and because it helps them to participate in the common com
municative pictorial culture.

B. Analyses
Different methods of analyses deal with:

1) Comparative work with one’s own processes and products and other cul
tural processes and products in order to investigate, learn from and be 
inspired by the pictorial community.

2) The questions of the producer within the pictorial community, the tech
niques used, the formal languages used, the meanings used in the the
matic structure of the pictorial material, the interests of knowledge, ex
pressions and communications within the investigated material.

E xem plary choice o f  con ten t w ith in  p ic to ria l activ ity
The content within the whole area of pictorial activity may also be cho

sen according to the principle of exemplary learning. It must be existential 
to the students and exemplary for them and at the same time it must be 
existential and exemplary to the pictorial culture of today.
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In conclusion existential themes should be treated within the visual arts 
and media. The themes about ourselves as human beings and our relation
ships to nature, culture and society are important to our orientation in life 
and culture. We have to reconstruct them in our historical life in order to 
innovate our culture and society.

In the practical work we may take our starting point in the investigation 
of real life motifs and their representations, because we are not just going to 
do illustrative work. Our work is guided by investigation and reconstruc
tion in an artistic, perceptional and cognitive way. “Erkenntnis” is a guide
line. We are going to have knowledge about our sensing, feeling, perceiv
ing and thinking about the world through representation, reconstruction and 
mediation of experience.

Notes
1 .1 am using the concept of didactics, in the meaning of general didactics, about 
the coherent reflection of aims, contents, methods and interests of knowledge at 
any practical and theoretical level (in German: Allgemeine Didaktik). The con
cept of subject didactics refers to the same reflection when we use visual arts and 
media as means in educational practice and theory (in German: Fachdidaktik). 
The concepts are used with reference to educational traditions on the continent 
of Europe, especially in German and some Nordic traditions. Lately we have 
seen these concepts more often used in English literature as well. W. Klafki 
separates three didactic levels: General didactics, domain didactics (in German: 
Bereichsdidaktiken, which cover several subjects or aspects of subjects) and sub
ject didactics.
2. In the following text I mention different conceptions of “Bildung.” I am using 
German expressions for them in order to communicate the exact meaning which is 
difficult to express in English.
3. Delineation means the method of production where intention, chosen content, 
use of techniques and use of visual language play an interactive role in the charac
terization of motifs and notions (in Danish: Skildring).
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Ingelise Flensborg

Research-Based Development Work 
in the Visual Arts

At the Royal Danish School o f  Educational Studies, different approaches 
to development work are used. In some projects the researcher is merely a 
silent observer, while in others she participates both in the planning and the 
implemention o f the activity to be studied. Ingelise Flensborg, a post-doc
toral researcher and teacher trainer, illustrates these differences by de
scribing two projects carried out at the Institute o f  Aesthetic and Media 
Education.

Different conceptions of development work

Pedagogical development work belongs to a wide spectrum of educa
tional field research in which Karen Borgnakke and Chresten Kruchov (In
stitute of Pedagogics and Educational Research at the Royal Danish School 
of Educational Studies) distinguish between classroom research, action re
search and educational development projects and experiments based on re
search, and the evaluation of these activities (Borgnakke, 1988).

Another colleague, a psychologist, has described the following charac
teristics of pedagogical development work:

it includes to identify, formulate and find solutions to problems 
which are caused by demands of an actual situation,”

it is characterized by being explicit in its premises, processes and 
eventually external evaluation,”

it is characterized by explicit descriptions of problems and situa
tions, action schemes and means of evaluation, so that a third party may be 
able to evaluate and eventually use the results,”

it is methodological— in opposition to classic controlled experi
ments— characterized by the change of influences on the basis of gained 
experiences,”

.. it is creative in a sense that solutions and practices are developed 
that were not available before” (Ploug Olsen, 1973, 1983).

An ideal conception of pedagogical development work in the field of 
visual arts education, which is inspired by problem-oriented and partici
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pant-governed education, has been formulated by Kristian Pedersen: 
“Pedagogical development work is a systematic co-operation between 

researchers and educators to develop the pedagogical theory and practice 
through the activities: research and education.

It is the main task of the researchers to communicate relevant theories 
and methods concerning the subject matter obtained through previous re
search, and to carry out methodological and systematic research on proc
esses and results.

It is the educators main task to characterize the ongoing practice, the 
aims of changed practice, to plan and carry out the teaching and learning 
processes, to formulate didactic1 descriptions of the developing process with 
respect to aims, methods and contents—and to communicate these descrip
tions of processes and results.

During the process of developing, the co-operation is controlled by the 
participants of educators and researchers. There is a co-operation about the 
formulation of problems, planning of activity, carrying out developing proc
esses, evaluation of processes and results, and communication of the co
ordinated research process and educational process” (Pedersen, 1990).

Broch-Utne (1983) describes the following guidelines for a development 
work:

“There must be a description”
“It must be publicly available and it must contain elements of new in

sight and thinking”
“The description must be considered in a social context”
“It must contain the meanings of different groups”
“It must contain a reflection of the process”
In an ordinary development work the teachers are central for planning 

and carrying out the work. The research-based work involves researchers 
who are central in the developing work by promoting and planning it, and 
who are active in different ways in the process, in reporting and in the use 
of the work in their research. But there can be different degrees of their 
participation— from the silent observer to participating in the planning proc
ess and in the actual practice.
In general, to be a research-based development work
• the researcher must be the central person in both planning and starting 

the project (otherwise we would talk about evaluation, to put values on 
the work done), and

• there must be a testing and development of theory, e.g. the wish to try 
some hypotheses in practice as a background for a development of theo
ry (see Borgnakke and Kruchov, 1988).
In this article I am going to make the same distinctions as Birgitte Holm
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S0rensen (Institute of Aesthetic and Media Education, RDSES), who dis
tinguishes between intensive and extensive research-based development 
work (Holm Sprensen, 1996):
In the in tensive w ork
• the researcher takes the initiative and plans the development work, to

gether with the involved parties,
• she is present during the process or most parts of the process,
• she is collecting data and experiences for reporting and further use in her 

research, and
• she is eventually giving courses to the teachers involved.
In  the extensive w ork
• the researcher is initiating and planning together with the teachers in

volved,
• the teachers are responsible for the execution and for reporting and pre

senting results according to the guidelines, defined by the researcher, 
and

• the researcher does the conclusive work and uses the collected experi
ences in her further research work.
In the following text I am going to present examples of these two forms 

of work:
1) Intensive work: The Janus P ro jec t (ongoing project).
2) Extensive work: C h ild ren ’s creation  o f  spa tia l fo rm s  (see Flensborg 

1989b).

The Janus Project—an intensive work

The Janus Project deals with the technology of IT-media and the use of 
this technology in the subjects in school. Researchers from different sub
jects cooperate in order to implement the new technology in learning and 
teaching strategies in school.

There have been a lot of activities going on in the last ten years and 
many of them has been described in reports. With the demand of IT-inte- 
gration in all of the obligatory subjects, it was obvious that we needed a 
knowledge regarding what we should educate about, how to plan the learn
ing processes, and which consequences or implications these would have 
on the subjects.

The Janus Project is supposed to accomplish this knowledge. In the 
project we work in different subjects with the following problems:
• an analysis and evaluation of how the IT-integration will influence the 

contents, the methodology and the methods of work,
• a demarcation of what is meant by an education, which can be character
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ized as an integration of IT, and a description of how the integration can 
be planned, so that both the subject and the IT-dimensions are consid
ered, and

• an elucidation of which elements that are central and must be a part of 
the pupils knowledge of IT and a description of how the pupils in differ
ent subjects and on different levels can be given the possibility of ac
quiring this knowledge.
The part of the project which is involving pupils is planned to take two 

years. We are concentrating on three levels: grades 2 and 3, grades 5 and 6 
and grades 8 and 9. The classes are followed for two years and there are six 
classes all together, one at each level at three different schools.

In the Janus Project the central method is participant observation. Being 
a participant includes involvement, observation involves distance—becom
ing a sort of a third person. My role is both that of participant and of observ
er. I am in the classroom and sometimes I sit down in a quiet comer to make 
notes. On the other hand, I am often drawn into the educational process 
because pupils ask me to help them.

The participant observation contains methodological problems. One is 
the problem of ecological validity, i.e. the effect of the researcher’s pres
ence in relation to the observed persons and situations. Hamersley and At
kinson (1987) call this a relationship of reflective character, which means 
that you must realize that you are participating in the social world that you 
are studying. Furthermore, the participating observer-role may create prob
lems about the distance-closeness relations. This may be problematic for 
the researcher’s critical functions in relation to the development work, be
cause the emotional engagement may create a “blindness” to problems and 
weaknesses.

When participant observation was chosen, it was because it is useful to 
capture the complex life that is going on in educational practice. There are 
some behavioural patterns and some social relations that are difficult to 
catch with other methods. Video registration is a possibility—hidden or not 
hidden— and will avoid the problems that your physical participation will 
create. But a video registration will only partly be a substitute for partici
pant observation, because the participant can change position and focus on 
interesting relations at the moment they are taking place. You have a possi
bility of informal conversations with the teachers and the pupils about what 
has just been going on. You can make a type of triangulation (i.e. cross
checking) in your changing of perspectives and in that way get a survey of 
the field.

The methods and types of data that are used in The Janus Project are 
many:
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• Planning with the teachers and evaluating after the lessons.
• Data from observation such as diary notations from the field based on 

observation, which consist of the contents of the actions of children and 
teachers and the situations they have been involved in.

• Continuous courses for the teachers in new computer programmes and 
subject matters.

• Informal and formal interviews.
• Spontaneous conversations.
• Photography by ion camera2 of situations and products.

After the process we intend to do more interviews with a representative 
group of pupils, and we will analyse the products and sketches from the 
process supported by the documents. The observations and the documents 
are combined to get the opinions of the actors and to obtain information 
about relations that cannot be observed. After this, on the background of 
the data material, there will be a categorizing and analysing process, where 
it is important to notice the selections and the interpretive activity, as well 
as the changing of pictorial schemata when using the computer in art edu
cation.

This field research is pedagogical, i.e. the field is the educational field of 
practice. The field that is examined is characterized by the interaction be
tween the actors: the teachers, the pupils, the situation/the scene, the proc
ess, the subject, and the technology of IT-media.

In relation to this we must also reflect upon the institutional frames which 
influence and are expressed in the field, e.g. the field is in the school sphere, 
in a certain environment with its cultural and social characteristics which 
influence the interaction and the actors. A cultural meeting is taking place. 
During the meeting a new culture is created, namely that of the observer 
and that of the informants where the observer is the one putting words on 
events, actions and human beings. It is very important to communicate the 
observer’s written interpretation to the teachers so that they will understand 
the research process. It is always important to remember that to observe and 
to describe is interpretation.

Children’s Creation of Spatial Form—an extensive project
This project was a pedagogical development work, which was carried 

out by fifteen teachers in the primary and lower secondary school in Den
mark. It was concentrated on the three-dimensional expressions of chil
dren. The project took place in different classes and levels between the two 
weeks where the involved teachers and I were together in the planning and 
the evaluation.
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Background of the project was my experience of contemporary sculp
tures; I became aware of my bodily activity while taking in them. This 
brought about a sculpture experience in which I became a participant in the 
spatial relations that had held the artists’ interest. Here I had an interest in 
tracing down a more dynamic conception of the spatial entity, which might 
take the spectator away from the observers’ attitudes to the symbolic picto
rial world and into a closer and more participative relation with it.

The semblances of processes of movement that we may find, in among 
other things, dramatic, epic and lyrical sculpture, are movement-processes 
embedded in the very shapes and kinetic drive of the sculpture. Here it is a 
matter of intrafigural aspects, whereas our movement round, into, through 
and on the new sculptures is not a matter of resemblance but of genuine 
movement linked with interfigural aspects. What happens between the fig
ures, between the beholder and the sculpture? What references are estab
lished during the dynamic sculptural interaction in both receptive and pro
ductive situations?

T he dynam ic, v isual and k inesthetic  experiences o f  sculptures y ielded  a 
new  angle o f approach to sculptural experience as such. I w anted  to find  out 
m ore about the sculptural p rocesses and involved  these fifteen  art teachers 
in  the developm ent work.

Before the project took place in school, I presented my recent research to 
the teachers. This research contained theoretical studies of perception and 
representation, cognitive science and theories of development (Arnheim, 
Britch, Kellogg, Grözinger, Piaget, Luguet, Lowenfeld, Golomb, Trageton, 
0rskov, Laban, Noberg-Schultz, Gardner, etc.). In this course I also pre
sented my own experiences concerning recent forms of sculpture and of 
children’s three-dimensional expressions. The dynamic, visual and kines
thetic experiences of post-modern sculptures yielded a new angle of ap
proach to sculptural experience as such. Thus through this experience I be
came conscious of the “forgotten” ways of perception that are established 
by means of spatial perception and cognition in sensory-motor operations.

This led  to  a num ber o f  hypotheses w hich w ere form ulated  before  the 
start o f  the developm ent p ro ject in school. T hese hypotheses were:
• The creation  o f  spatial fo rm  serves to  develop  spatial cognition  or in te l

ligence.
• The creation  o f  spatial fo rm  enlists v isual as w ell as kinesthetic  po ten ti

alities in the process o f  learning.
• T he creation  o f  spatial fo rm  is not so strongly  in fluenced  by conven tion

al idiom s and fictitious storylines, because the spatial expression  is c lo s
er to d irect experience and involves the body in the aesthetic  interaction , 
and because there are not so m any acknow ledged  m odels.
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• The creation of spatial form is able to sharpen attention towards the con
crete physical environment and contribute to the development of identi
ty and new methods of orientation.
In connection with the reflection of these hypotheses, the following ac

tivities took place:
• Planning of the educational learning processes.
• Planning of writings and meetings during the working period.
• Planning of the use of methods.
• Planning of how the results should be collected.
• Considerations about how evaluation of the work would be possible.
• Criticism in relation to Broch-Utne’s conceptions.

We arrived at the following perspective on children’s spatial orienta
tions and representations:
1. C reative rela tions betw een ch ild  and  space are fo rm e d  through m o ve
m en t in space.

Sculptural forms of expression give rise to an awareness of surface lay
out or surface structure, surface progression, the extent of solid masses, as 
well as of the relation between volume, rhythm, equilibrium and penetra
tion— to mention only a few elements.

Susanne K. Langer (1973) describes sculpture as volume that is made 
possible by space. This space is more than the area which the figure actual
ly occupies. The sculpture commands a certain cubic measure, but also 
“seem s to have a sort o f  con tinu ity  w ith the em ptiness a round  it, ” activating 
it in various ways as if there were an organic activity at its centre. When 
this is sensed by the children, a developed sense of the ambient space is 
available.
2. Sculpture creates a tactile space.

Units of volume can be touched and achieve contact with movements of 
the body. There is an intimate connection between sight and touch, set off 
by kinetic volume. The sculpture produces its own construction of three- 
dimensional space; this space recalls the space that our own body is the 
centre of. So, the situation in which a sculpture is received should always 
be arranged in such a way that the children’s kinesthetic perception can be 
in action. Thus it is related to their own experiences and feelings.

Evaluative and critical remarks after the project

An evaluation of the first week brings it home to me that there were too 
few sculptural experiments. They might have served to cause the partici
pants to experience the above-mentioned relations on their own bodies. That 
was the experience for which they were meant to create the framework
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during the learning processes. Several participants, then, used familiar and 
reassuring approaches to the sculptural processes. They did not take off 
from sensory exploration and movement in relation to the concrete expres
sions, but they started by defining the content.

In this way the spatial perception was not utilised, and the spatial cogni
tion (the cognitive maps) remained unaltered. Already established symbol
ic representations without new tactile and bodily experiences infused spon
taneity into what was perceived. No processing of an active sort took place, 
rather a reflective processing, as when the children used the Tin Soldier’s 
paper boat as a replica of the picture found in the text of the story, and as 
when they put emblems on their figures so as to endow them with already 
established conventional connotations.

The fixing of emblems is widespread among the children and young peo
ple of today. Accordingly, sign functions often act as representations of the 
style and taste of some group or person, which may entail a form of stereo
typed social observation. It brings about a clamping on to clichés, which 
bars sensory exploration and emotional challenges.

On the other hand, it should be emphasized that before the processes in 
school, the teachers involved were convinced of the potentialities for de
velopment in the active spatial process. Obviously this is a case of a pio
neering project, which cannot collect experiences from elsewhere and con
sequently must resort to variants of familiar methods during the process.

In the subproject named “Forces of Nature,” the teachers are shifting 
between different angles of approach to spatiality and thus reap a great 
number of experiences. The pupils are dramatizing different expressions or 
different balances, they are experiencing with the whole body, they are 
making croquis-sculptures and they are working with different materials 
with different tactile characteristics.

Yet the connection between the individual segments of the process that is 
desired does not come into being, but we find that spatial perception and 
spatial cognition are dominant ways of garnering and processing during sev
eral phases. Among other things, a perceptual transfer occurs from the sensa
tion of wind to the processing of a spatial representation of the phenomenon.

In the subproject “The Torments of Mankind,” spatial perception and 
spatial cognition are the overriding agents of experience in the process. 
Work is done on figurative expressions of movements sensed by the partic
ipants’ own bodies and conveyed in the final sculptural expressions. The 
interfigural experiences as between the children and the sculptures turn 
into intrafigural organising of the sculptural forms. In this way spontaneity 
is coupled to the sculptural expressions, which only during the process as
sume a form, which the children then give a name to.
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The suppositions about the development potential of spatial cognition in 
relation to the building of identity and new orientations have been neither 
confirmed nor refuted by the investigations so far. However, there are as
pects of the development project that suggest increased attention towards 
spatial relations on the part of the children, and there are indications that the 
signification system of the existing culture has been imparted by the senso
ry interaction. Thus we saw new symbolic forms emerging within the chil
dren’s expressions. So it is to be concluded that the active acquisition, the 
sensory interaction with aesthetic or sensuous symbols, carries weight in 
the development of identity, when the latter is viewed as evolving in inter
action with the aesthetic or the sensuous symbols (Hohr, 1992).

The sensuous symbols that the children created manifested a successful 
mediation between the children’s individual experiences and the articulat
ed collective meanings. The expressions that they produced pointed to a 
process in which new sensory structures had been shaped, which may give 
rise to new and differentiated experiences. The artistic integrative mould
ing is a creative task of problem-solving, aimed at changing the precondi
tions of sensory knowledge. The children created new opportunities of ex
perience by their sculptures. There ought to have been experiments with 
music. The intensity and the duration in rhythm can contact the sense of 
rhythm in the body. The rhythmic schemata can then be translated into spa
tial schemata, where the intervals and accents can be expressed through 
lines and colours, but also through sequences and concentration of volumes.

The development project as well as the empirical investigations and the 
theoretical studies have raised many questions which I shall attempt to an
swer on the basis of future study and inquiry. The completed development 
project and the many problems posed by it in relation to pedagogical prac
tice within the creation of spatial form give occasion for no more than a 
provisional presentation of tendencies. It is a matter of merely ten complet
ed subprojects, although involving many pupils, yet representing only the 
practice of ten teachers.

In Figure 1, the processes and the work patterns are elucidated by means 
of David A. Kolb’s theories on experiential learning processes. According 
to Kolb, learning is transformation of experience.

Kolb (1984) distinguishes between perceptually taking in and conceptu
ally grasping a phenomenon or problem. Apprehending and comprehend
ing make up a phase of experience-gathering (prehension). This entity can 
be described more closely in terms of the intentions and interests lying be
hind the processes. Thus, apprehending indicates trust in tangible qualities 
within direct experiences, whereas comprehending indicates a reliance on 
conceptual interpretation and symbolic representation. The prehension
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phase (comprehending and apprehending) is an imitative learning phase 
comprising figurative learning.

The second phase, which we might term the transformation phase or the 
processing phase, is one of accommodative learning. Here we find the in
ward reflection and the outward manipulation that cause changes in the 
human personality itself and in the external surroundings. This phase may 
also be described as operative learning.

There is a constant dialectic between these diverse types of learning. 
Within the spatial development activities in the first category, the sensory 
and perceptual experiences from the experience-gathering phase were proc
esses through bodily interaction with the existing symbols. In addition, com
munication was transacted among the children. Here the linguistic reflec
tion took place, and eventually there was an active external manipulation of 
the surroundings by which new meanings arose.
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Notes
1. The concept didactics is used here in the meaning which is common in Germany
and the Nordic countries. Here didactics means the coherent reflection of aims,
methods and contents in educational practice and theory.
2. A ion camera is a digital camera, which can be connected directly to the compu
ter.
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Anne Maj Nielsen

Empirical Research 
on Children’s Pictorial Activity

Children’s pictorial activity is influenced by a complex set o f  factors such 
as the personality o f the child as well as her interaction with other people, 
with the cultural environment, etc. Anne Maj Nielsen, a post-doctorate 
researcher at the Royal Danish School o f Educational Studies, warns fo r  the 
risk o f reducing this complexity and she goes on to describe a multidimen
sional research program that has been developed by herself and her col
leagues.

What is children’s pictorial activity and how can it be examined? Chil
dren’s pictorial activity has often been described and understood as a result 
of children’s growth or “natural development.’’ This has not been the basic 
assumption of the empirical studies carried out at the Royal Danish School 
of Educational Studies. The basic assumption has been that children’s pic
torial activity is a complex form of expression influenced by complex fac
tors such as the personality of the child, the development of the child in 
interaction with other people, with other expressions in the culture and with 
the possibilities and conditions of pictorial activity experienced by the child 
(e.g. art at school, kindergarten or home).

Researching such a complex topic is not simple. You always run the risk 
of reducing the topic or the phenomena in order to understand and concep
tualize it in a coherent way. We have tried to avoid such reduction (it is an 
ongoing discussion whether we are succeeding). That gives other problems, 
the main one of which is to develop concepts and theoretical understanding 
inspired by different theoretical positions without being unseriously eclec
tic. We think that it is possible to work in a seriously eclectic way when we 
stay close to the phenomena observed, clarify how and from which posi
tions we are inspired in the analytical part of the work, and continuously 
challenge the different concepts and theories we use.

During the last two decades we have approached children’s pictorial ac
tivity as a complex landscape. This landscape has been explored from dif
ferent angles, focusing on characteristic phenomena in two different sorts 
of material.
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A. Pictures made by a lot of children at the same historical time (horizontal 
studies).

B. Pictures made by a single child during his childhood (longitudinal stud
ies).
These two sorts of material offer different information. From A we may 

gain knowledge about children in general and their pictorial activity. We 
lose knowledge about the individual in the category “children.” To the con
trary, from source B, we may gain knowledge about the individual and the 
pictorial activity and development of this individual while we lose the gen
eral overview. We have used both kinds of sources and I shall now sum up 
how we have carried out our research of them using concepts inspired by 
different theoretical positions.

Horizontal studies

Looking at pictures made by a lot of children at the same historical time, 
a number of themes occurred during the effort of description and categori
zation:

Themes:
Ways of expression / form-language
What children make pictures about
Which genres are represented?
What tells us that the pictures 

are made by children?
What tells us that the pictures 

are made in a specific culture?
How and when do children produce 

what sort of pictures?
Spatial orientation and 

visual representation

Primary sources:
Children’s pictures 
Children’s pictures 

Children’s pictures 
Children’s and adults’ 

pictures 
Pictures in culture

(inch children’s pictures) 
Observations and 

development works 
Children’s pictures 

and spatial orientation

Within each theme the material has been described and essential catego
ries have been developed to bring forth a systematic survey of the land
scape, according to the specific theme as it was presented and represented 
in the material. Representations of the various categories have been regis
tered statistically. Our different research projects have focused on one or 
some of the themes. Bringing the research results together, it is possible to 
draw some sketches of the landscape of children’s pictorial activity.

Studying the gender aspect of children’s pictorial activity, for example,
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I focused on what girls and boys make pictures about, i.e. the motifs and 
themes presented in their pictures. The motifs turned out to be rather few 
(19 categories found in 1,000 pictures). There were similarities as well as 
differences between pictures made by girls and boys. The findings could be 
described and categorized by some of the other themes which had been 
studied by my colleagues, e.g. specific similarities and differences in form- 
language of girls and boys and in genres represented. Analyzing the materi
al categorized according to gender produced new viewpoints. Thus I had to 
deepen the analysis of gender-specific relations between children’s pictures 
and adults’ pictures, between children’s pictures and other pictures in the 
culture and to take a closer look at the situations in which children produce 
different sorts of pictures.

Defining central themes in the material and developing categories with
in each theme have been and still are very important parts of our research in 
children’s pictorial activity. The next step in the working process usually is 
to analyse the findings organized by the categories. In order to analyse, it is 
necessary to develop and use theories as a tool for understanding the find
ings. To analyse and illuminate a theme you need theories relevant for the 
specific theme. As we have focused on various themes, we have used vari
ous theories. Nevertheless, our studies have some central concepts in com
mon, deriving from the theoretical positions we find fruitful in analysing 
children’s pictorial activity.

The theoretical positions we find relevant are activity theory, critical 
theory and critical psychology, cognitive theory and theory of socializa
tion. From these theoretical positions we use some central concepts:
• activity— action—interaction
• socialization
• learning
• experimenting and studying

To give an example we can use the theme “what children make pictures 
about” again. Analyzing the categories of motifs we can ask:
• What riiotifs reflect the interests of these children?
• How do they form these motifs—what seem to be essential themes in the 

pictorial activity of girls and boys?
• How does the pictorial activity correspond to other activities of girls and 

boys?
• How do girls and boys interact with each other and with pictures in the 

culture when they make pictures?
• How do children develop their pictorial activity? Considering children 

to be social beings, the term “pictorial socialization” provides a tool 
to illuminate how children become and develop as participants in a
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social and cultural community through their pictorial activity.
• Using the term “learning,” it is possible to conceptualize children’s pic

torial activity as interactive processes, where picture-making is the me
dium providing tools or forms. Using this medium, children learn a lot 
about ways of expression, materials, representation, symbolization, cul
ture and themselves.

• Using the term “experimenting,” it is possible to conceptualize that chil
dren discover and try several different possibilities when they explore 
pictorial activity; they not only learn as a result of teaching. It becomes 
possible to conceptualize the activity of the subject as processes where 
she actively assimilates and changes as she is developing as an individu
al in a common culture.

Longitudinal studies
This brings us to the longitudinal studies of children’s pictorial activity. 

Parallel to the categorization of the horizontal studies, it is possible to char
acterize a single child’s pictorial activity according to central themes. How 
are central themes represented in the pictorial activity of the specific child 
studied? We can start examining the pictorial activity of the single child 
compared to central themes common in children’s pictorial activity in gen
eral:

Themes:
Ways of expression / form-language
What this child makes pictures about
Which genres are represented?

What tells us that the pictures 
are made by this child?

What tells us that the pictures 
are made in a specific culture

How and when does this child 
produce what sort of pictures?

Spatial orientation and visual 
representation

Primary sources:
The child’s pictures

The child’s pictures
The child’s pictures
The child’s pictures compared 

to children’s and adults’ 
pictures

Pictures in culture
(incl. children’s pictures)

Observations and 
biographical data

The child’s pictures and 
spatial orientation

Within each theme the longitudinal material has been described and es
sential categories have been developed to bring forth a systematic survey of 
the pictorial activity of the specific child. How are the specific themes pre-
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sented and represented in the material? Different research projects have 
focused on one or some of the themes according to the main interests of our 
specific projects.

Researching the gender aspect of children’s pictorial activity, for exam
ple, I focused on the pictorial activity of a single girl. The motifs and themes 
presented in her pictures turned out to have characteristic similarities to 
motifs and themes in pictures made by children in general. Similar to the 
general material, there were specific similarities and differences in her 
form-language and in the genres represented. Parallel to the similarities with 
the general material, the pictorial activity of the specific girl presented some 
special motifs and themes. To understand and conceptualize these findings, 
it was necessary to use theories of children’s development focusing on per
sonality and gender. To avoid a psychological reductionistic understand
ing, biographical data about the child were included in the material. With
out such data, interpretation of the pictorial activity would be dependent on 
the chosen theory, not on phenomena described in the life, experiences and 
pictorial activity of the child.

This form of study is inspired by the same theoretical positions and cen
tral concepts as mentioned before. To give an example I shall use the theme 
“What the child makes pictures about.” Analyzing the categories of motifs 
we can ask:
• What motifs reflect the interest of this child?
• How does she form these motifs? What seem to be essential themes in

her pictorial activity?
• How does the pictorial activity correspond to her other activities?
• How does this girl interact with other people and with pictures in the

culture when she makes pictures?
• How does she develop her pictorial activity? Considering her a social 

being, the term “pictorial socialization” provides a tool to illuminate how 
she becomes and develops as a participant in a social and cultural com
munity through her pictorial activity.

• Using the term “learning,” it is possible to conceptualize her pictorial ac
tivity as interactive processes, where picture-making is the medium pro
viding tools or forms. Using this medium, she learns a lot about ways of 
expression, materials, representation, symbolization, culture and herself.

• Using the term “experimenting,” it is possible to conceptualize that she 
discovers and tries many possibilities when she explores pictorial activ
ity; she not only learns as a result of teaching. It becomes possible to 
conceptualize her pictorial activity as processes where she actively as
similates and changes herself and her surroundings as she is developing 
as a specific person in a culture.
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Summing up

Our empirical work can be described by different phases:
1) studying existing theories, concepts and empirical studies,
2) collecting material,
3) characterizing material and developing categories,
4) interpreting material and using relevant theories, and
5) sketching the landscape and developing new theory/revising existing 

theories.
Materials can be of various kinds and it is important to characterize them 

in order to find out what information they may give and where they have 
their limits. Categories can be of various kinds as well and it is important to 
define adequate categories and to examine whether the chosen categories 
are actually comparable. Interpretations always lean on theory and it is im
portant to define the sources of inspiration. Which theoretical positions are 
represented and how do they correspond to each other? What are the limits 
of the theories involved? Why do we use these theories and not other theo
ries? Why use different theories/a single theory to conceptualize a com
plex topic?
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Danish Researchers and Research Students
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ment through media education.
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Pedersen, Kristian: Asst, professor, Visual Arts Education, Royal Danish School 
of Educational Studies, Copenhagen. Children’s pictorial socialization, didac
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NB. Students and researchers at the institutes of art history, the sciences of media, 
etc. at the universities in Copenhagen, Århus, Ålborg, Roskilde and Odense are 
not named in this list, if they have not been engaged especially with education in 
visual arts and media. Furthermore: only postgraduate students and researchers 
have been mentioned. Many M.A. students will finish their studies in the follow-
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ing years in the special fields of media education and visual arts education. Hope
fully this will strengthen Ph.D. studies in these subjects.

The reason why researchers and students in media education are mentioned in 
this list is that media education is a part of visual arts education in Denmark. But in 
addition media education at the Royal Danish School of Educational Studies also 
involves interdisciplinary research work for the benefit of all subjects in school 
and teacher training. That is why these researchers are more engaged in a Nordic 
network in the field of media education.
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Lars Lindström

Beyond Child Psychology 
vs. Picture Analysis

Seldom  d id  the youth  revolt in the late 1960s have such  an im pact in 
schoo l as it d id  in Sw edish a rt education. Here, Lars Lindström, associa te  
p ro fe sso r  a t the S tockholm  Institu te  o f  Education, analyses shifting  p a ra 
digm s in art educational research against the backdrop o f  a series o f  changes  
and  conflicts in the arena o f  a rt education. U ntil now, ch ild  psycho logy  and  
p ic tu re  analysis have been dom inan t paradigm s. In  the last p a r t o f  the chap
ter, som e im portant issues fo r  fu tu re  stud ies are discussed.

More than other subjects, art education in Sweden has experienced far- 
reaching changes and conflicts. The discourse has gone through a series of 
paradigm shifts. Things that once were regarded as the core of the subject 
have been relegated to the edge of it or been erased completely. More than 
once, patterns of thought, aims, parts, and methods have been radically trans
formed. This is true not only of educational philosophies but of approaches 
to art educational research as well. Nevertheless, a spirit of continuity, with 
fragments of different and often conflicting traditions existing side by side, 
seems to have characterized the teaching of art in most classrooms.

Here I will focus on art education in the primary school, grades 1 through 
6 (students 7-13 years of age), and the lower secondary school, grades 7 
through 9 (students 13-16 years of age). I will relate art educational studies 
to educational philosophies, curricula, and practice of art education in Swed
ish schools.1 Since my focus is on the interaction between theory and prac
tice, the outline is organized as a chronological analysis of the development 
of art education interspersed with sections on research and other studies. 
Finally, I will discuss some issues that should be put on the agenda for fu
ture research.

Historical studies of art education

Before starting my presentation of educational paradigm shifts, however, 
I should mention a few studies available for anyone who has acquired an 
interest in the history of art education in Sweden. For example, in 1980 Stig
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Eklund at the Umeå University published a booklet with a great deal of 
quotations from official documents (Eklund 1980). And in his doctoral the
sis on art education, Gunnar Asén wrote an extensive chapter on the develop
ment of the subject in Sweden, analysing the literature from the mid-19th 
century until the 1980 school curriculum (Pettersson & Asén 1989, 68-124).

In 1988, Anna Lena Lindberg at the Lund University, Department of Art 
History, presented a disseration on museum education called K onstpeda
gogikens d ilem m a -  h istoriska  rö tter och m oderna stra teg ier  (The Dilem
ma of Art Education: Historical Roots and Modern Strategies; Lindberg 
1988). Lindberg suggests that there exists a dilemma between the lecturing 
attitude, aimed at enlightening and helping the receiver enter into posses
sion of his cultural heritage, and the charismatic attitude, linked to an ideol
ogy which in romantic fashion claims that the experience of art is a matter of 
feeling, not thinking or learning. She follows the manifestations of this di
lemma from the mid-19th century until the present time, where she looks for 
a synthesis.

In the same year, Ulla Frost defended her dissertation F örlagor och Teck- 
n ingsläror  (Teaching Methods in Elementary Drawing; Frost 1988) at the 
Stockholm University, Department of Art History. She studied the teaching 
of drawing in Sweden during the nineteenth century, based mainly on the 
collections of source materials gathered by the art teachers John Ekström 
and Olle Strandman. Her scope includes the traditional method of copying 
printed originals (depicting the human body, ornaments and picturesque 
motifs) as well as the newer methods, like Stuhlmann’s “stigmografi,” which 
promoted discipline, necessary for managing the large classes in the public 
educational system.

Art integrated with social studies
The first important shift in Swedish art education took place already in 

1911. Then the seminar lecturer Axel Goes abandoned the stultifying drill 
with lines, dots and squares that had been developed by Adolf Stuhlmann in 
Germany (Hansson 1992,26-39). The Stuhlmann method was introduced in 
Sweden during the 1870s and became an immediate success nationwide. As 
late as in the 1930s, this method was still practiced in some places. Its effect 
on early art education cannot be explained by its artistic merits. Rather, it 
met the needs of the artistically untrained teacher who was in charge of big 
classes and lacked adequate materials.

Goes used drawing as a way of perceiving, reflecting upon, and restruc
turing a subject area. In 1916 he began together with a writing colleague, 
Gottfried Sjöholm, to produce a series of illustrated textbooks for a new
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subject in the primary school— Hembygdskunskap (Ger. Heimatkunde', Eng. 
approx. Social Studies)— that integrated local history, geography and folk
lore. The curriculum demanded that students should be involved in practical 
exercises. Among these, Sjöholm and Goes said, drawing was “the kind of 
exercise that never can be dispensed with.” The last edition of their popular 
books was published in 1960.

The method introduced by Sjöholm and Goes was modelled after the 
brief sketch that step by step is developed into more details and sharper 
contours. Students were encouraged to reproduce the essential form of an 
object in simple geometrical shapes. Sometimes a sketch was drawn on the 
blackboard, explained by the teacher and then erased. On other occasions an 
object was shown for a short interval. The student then drew it from memo
ry. Later on, the object was brought forward again and was compared with 
the drawing. Large discrepancies were rectified. During this process, the 
typical form was identified and unnecessary details were sorted out.

Sjöholm and Goes not only developed the visual imagination of children 
at a time when pictures of local phenomena were not as readily available as 
they are today; but Goes also developed a set of graphic conventions that 
made it possible for students and teachers to make their own representations 
of different phenomena. In this he was inspired by early modernistic artists, 
although he went from abstraction to nature rather than the other way around 
as the modernists did (Hansson 1992,29-30). For several decades, Swedish 
primary teachers in the Sjöholm/Goes tradition engaged themselves in a 
discussion about the role of pictorial representations and drawing across the 
curriculum.

Art as free creative expression
After World War II, the discussion of curriculum issues in Drawing was 

taken over by art teachers seeking an identity as a new professional group 
within the emerging comprehensive school. These art specialists soon be
came influenced by a type of psychology and educational philosophy that 
tended to examine the human being as if she existed in a cultural and institu
tional vacuum.

In Education through Art, published in 1943, Herbert Read presents his 
radical vision of the role of art in school and modem society. He insists that 
our instincts and vital energy should be educated instead of suppressed. 
“Destructiveness,” Read (1943, 201 f) warns, “is the outcome of unlived 
life.” The role of parents and teachers should be to help inhibited and anx
ious children to become more open and secure, and “education should have 
no other aim than to preserve within us some trace of the penetration and
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delight of the innocent eye.” (Read 1945, 111)
Inspired by this philosophy, the young Swedish art teacher Jan Thomae- 

us declared that “the best art teachers are the laziest, since they don’t cause 
any harm.” In a first manifesto, written with Gösta Kriland in 1945, Thomae- 
us is outraged, among other things, by a booklet on how to draw “Pigs,” to 
be followed by a series of booklets depicting “Cats,” “Dogs,” “Rabbits” and 
“Horses.” These booklets are not a joke, he complains:

Unfortunately, they are meant to be taken in dead earnest.. .There 
is no end of those oval pigs and circular chickens that prospective art 
teachers have to draw on the blackboard as a norm for students.

.. .When this system is introduced as the one and only way, creat
ing ‘order’ for the anxious little nitpicker and bureaucrat in a chaotic 
world,... this will necessarily result in narrow-mindedness and im
poverishment. This dogmatic judgement: that is what a pig looks like, 
that is what a chicken looks like, then a leaf, etc. simply means that we 
put blinkers on the child and thus stifle her own fresh enjoyment in 
discovering the world (Kriland & Thomaeus 1945, 12).

Any system will end up in a blind alley if it is looked upon as “the one 
and only way.” However, Thomaeus goes on to criticize every approach to 
drawing where the idea, the initiative and the design do not emanate from 
the child herself. Not surprisingly, drawing as a method of reflecting upon 
local history, geography and folklore lost its appeal as “free creative activi
ty” emerged as the new paradigm in art education.

Drawing a pig, a cat, a dog, a rabbit or a horse was no longer considered 
a meaningful problem. If a student, nevertheless, was occupied with prob
lems like this, she came under suspicion of being an “anxious little nitpick
er.” According to a survey in the 1970s (Petterson & Åsén 1989, 256 ff) 
students who were not convinced of the benefits of “free creative expres
sion,” and therefore ran the risk of being labelled as rigid, usually came 
from a blue-collar family background.

In the late 1950s, the new paradigm was the established way of thinking 
about art education. In the 1962 Compulsory School Curriculum (Lgr 62), 
the concept of “free creative activity” is heavily emphasized. According to 
the Lgr 62, students “should primarily be allowed to create freely without 
any connection to the rest of the curriculum” (Läroplan fö r  grundskolan 
1962, 312). They should become acquainted with a variety of materials and 
techniques, with some especially preferred such as tempera to water colour, 
charcoal and soft pastels to pencils.
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The legacy of child psychology
It is difficult to understand the transformation of art education in Swe

den from representation to free creative expression without relating it to the 
growing prestige of psychology (Åsén 1982). Since children were increas
ingly conceived as unique with a personality of their own, teachers were 
encouraged to observe the psychological development of each child and to 
offer materials that would fit his or her needs. In order to serve these needs, 
a great variety of materials was prescribed. Teachers also had to acquire 
some basic knowledge of psychology.

In a Swedish official report on art education, published in 1956, the com- 
mitttee established that knowledge in the psychology of art was still on a 
prescientific level (K onstb ildn ing  i Sverige  1956, 108). Many issues re
mained to be settled, e.g. What are the roles of emotion and cognition in the 
aesthetic experience? What is the relationship between students’ understand
ing of art and their studio work? The committee advocated a “carefully de
signed research programme” involving art teachers in the role of setting up 
experiments and supplying empirical data. As a result of the report, the psy
chology of art was introduced as a subject in the education of art teachers. It 
was first taught by Marita Lindgren-Fridell, who had a licentiate (and later 
doctoral) degree in art history.2

The time was not ripe for starting a research programme, however. In 
1971, Anders Almgren at the Department of Art History at Uppsala Univer
sity published the first Swedish doctoral thesis in art education: D ie um- 
gekehrte Perspektive und die F luchtachsenperspektive  (The Inverted Per
spective and the Vanishing-Axis Perspective; Almgren 1971). Already in 
the first sentence, Almgren lets the reader know that he is an art teacher. He 
goes on to describe the parallels that he has found between his students’ 
representation of space and that of medieval artists. The purpose of his schol
arly work is to identify and investigate relationships between spatial repre
sentation in children’s drawings and the way in which artworks from differ
ent historical epochs and different parts of the world represent space.

In the same year, Gunnar Berefelt, professor of Art History at the Stock
holm University, edited a slim volume on B arn och b ild  (Child and Picture; 
Berefelt 1971) that introduced students to some aspects of children’s artistic 
growth. After the establishment of the Centrum för Bamkulturforskning 
(The Centre for the Study of Child Culture) in 1980, with Gunnar Berefelt 
as its director, a series of volumes on children’s drawing, art for children, 
etc. was published. A list, prepared by Berefelt, is reproduced in the Swed
ish bibliography below. Among these works, there are a few promising stud
ies by Anna Heideken, who unfortunately died prematurely.
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In 1978, Sylvia Lindström (with Berefelt as a co-author) published a book 
called Livets träd  -  världen sedd  genom  barnets öga  (The Tree of Life: The 
W orld Seen through the Eye of the Child; Lindström, Berefelt & Wik- 
Thorsell 1978) with pictures made by children from all over the world. 
“Wherever the child lived,” Lindström wrote, “the tree told us about the per
sonality of the child, its social environment, thoughts and dreams, hopes and 
fears of the future for the world” (Lindström et al. 1978, 14). One year later, 
Anna-Lisa Kälvesten and Maj Ödman published a similar book that put more 
emphasis on cultural differences, called B arn i 5 länder tecknar och tänker 
(Children in Five Countries Draw and Think; Kälvesten & Ödman 1979).

Karin Aronsson, professor of Child Studies at the Linköping University, 
and her doctoral student Sven Andersson enriched this tradition of cross- 
cultural studies with an innovative method for analysing children’s draw
ings, in their paper “Social Scaling in Children’s Drawings of Classroom 
Life” (Aronsson & Andersson 1996). Andersson (1994) employed this 
method in his dissertation Socia l Sca ling  a n d  C h ild ren ’s G raphic S tra te
g ies: A  C om parative  S tudy  o f  C h ild ren 's  D raw ings in Three C u ltu res , 
where he further elaborated on a sociocultural view of children’s drawings. 
The term social scaling refers to size relations, and to other features of draw
ings used to suggest relative importance, including exclusion or inclusion 
of specific elements (Aronsson & Junge 1992).

Marie Bendroth Karlsson, another student in Aronsson’s group, recently 
defended a dissertation called B ildpro jek t i fö rsko la  och skola  -  estetisk  
verksam het och pedagog iska  d ilem m an  (Visual Arts Projects in Preschool 
and School: Aesthetical Activity and Educational Dilemmas; Bendroth 
Karlsson 1996). Bendroth Karlsson’s data mainly consist of videotaped se
quences of verbal and non-verbal discourse during art activities. She ob
served that the latter often are used as means for reaching non-artistic goals, 
such as diagnosis, entertainment, concept formation, etc. She admits the 
emanicipatory potential of “free creative activity” but, referring to Barbara 
Rogoff (1994), she concludes that giving students a great deal of freedom 
has to be combined with the guidance necessary to create a “community of 
learners.”

Art as visual communication

Although “free creative activity” was a dominant ideological trend in the 
1950s and the early 1960s in Sweden, it never obtained the hegemony that it 
has had in many other countries until quite recently. In the mid-1960s, there 
was a disappointment from some former iconoclasts as well as a massive, 
more antagonistic critique from a group of young students at The Universi
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ty College of Arts, Crafts and Design in Stockholm, where at the time all 
secondary school art teachers received their basic training.

One of the most articulate critics was Christer Romilson, today the lead
er of Scandinavia’s largest teacher union. In the late 1960s, he belonged to 
the movement of students that was awakened politically by the Vietnam 
War and went on to criticize power elites in the university as well as in the 
society at large. Romilson argued that the definition of freedom behind the 
phrase “free creativity” was a negative one: the absence of compulsion. 
This kind of attitude can never lead to real freedom. Admittedly, the stu
dent who does not study a foreign language has a kind of freedom, but the 
person who speaks several foreign languages is a great deal freer.

Romilson also questioned the attitude that any fixed teaching would be 
an encroachment upon the students’ integrity. If the teacher’s role is re
duced to a caretaker for materials, the only consequence will be that other 
influences take over the steering of the students. Students will be left at the 
mercy of the enormous commercial propaganda machine— which works 
largely with pictures. This flood of visual media moulds our students, Romil
son said, and it provides them with templates for their activity, both in form 
and content. His conclusion is th a t . ..

it is only by analysing and studying the society in which we live, its 
construction and its purposes—and its pictures—that man can achieve 
the freedom that makes it possible for him to work towards a con
sciously chosen purpose. It was this that the critics of free creative 
activity considered to be the important function which the teacher of 
the visual arts had to fill (Romilson 1971, 5).

A young teacher at the department of art education, Gert Z Nordström, 
shared this view and criticized the narrow orientation towards art in teacher 
education (one year: still life, watercolour; one year: still life, gouache; two 
years: nudes, oil paint). He advocated a broader orientation towards new 
subjects, such as picture analysis, film and TV, present-day cultural studies 
and so on. Like most students of art education and many art teachers, he 
wanted to broaden the subject of Drawing in schools to include the study of 
all forms of visual communication. However, both the board of the Univer
sity College of Arts, Crafts and Design and the National Board of Education 
were opposed to these ideas. Only through a unique intervention by the 
Minister of Education at the time, Olof Palme, was Nordström elected by 
the government as the director of the art education department.
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The 1969 and 1980 school curricula
As a consequence of further actions by a new generation of art teacher 

trainers, the 1969 Compulsory School Curriculum (Lgr 69) was revised, 
although the revisions primarily concerned Drawing in the secondary school. 
In the 1980 Compulsory School Curriculum (Lgr 80), not only the name of 
the subject was changed to Pictorial Studies (Bild), but the subject was com
pletely redefined on all levels of schooling along the lines drawn up in the 
late 1960s. Visual communication is emphasized already in the first sen
tences of the formulations of aims:

Students shall develop their ability to create images independently, 
to communicate with images and to critically analyse images of dif
ferent kinds. They shall understand pictorial representation as a langu
age and be able to use visual language as an important means of com
munication along with speaking, reading and writing (Läroplan fö r  
grundskolan 1980, 69).

The subject is divided into five obligatory parts: Visual Production, Pic
ture Analysis, Visual Communication, Aesthetic Orientation, and Image & 
Environment. Visual Production should “provide space” for the students’ 
own imagery and make them familiar with the production of photos, film 
and video. The main purpose of Picture Analysis is to critically examine 
those pictures students meet in their everyday life. Visual Communication 
should teach students how to use pictures for different purposes, such as to 
convey information and news, persuade and advertise, entertain and ridi
cule. Aesthetic Orientation is the only part where “art” is mentioned and 
then only as one of a variety of alternatives to second-rate commercial 
pictures. In Image & Environment conceptual analysis of the influence of 
mass media is given prime importance over the visual exploration of the 
local environment.

Picture analysis in focus
In a study of articles in the professional journal Teckning (Drawing) 1960- 

68, Kolbj örn Waern (1972,10-12) found that articles about children ’ s draw
ings was a dominant topic in the beginning of the period but almost disap
peared from 1965 onwards when, incidentally, Gert Z Nordström became a 
member of the editorial staff. Instead, educational approaches and aims 
became major issues.

In their controversial book from 1970 called Bilden, skolan och samhäl-
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let (Picture, School and Society), Nordström and Romilson summarized 
the arguments in support of the new paradigm in art education. Emphasis 
was laid upon the contents of a new subject for pictorial studies as well as 
on the method of polarisation that was offered as a progressive alternative 
to “free” and authoritarian methods of teaching. According to this method 
of organizing projects, the production of pictures should be preceded by a 
systematic analysis of related pictures representing different ways of liv
ing, acting, thinking, and so on. The implications of this method for teacher 
education were illustrated a few years later in an even more provocative 
book by Nordström entitled K rea tiv ite t och m edvetenhet -  den po laris- 
erande pedagogikens grunder  (Creativity and Consciousness: Foundations 
of the Teaching by Polarisation; Nordström 1975).

Gradually, however, the focus of the writings by Nordström and his col
leagues shifted from the project method to picture analysis. In B ildana lys  
(Picture Analysis; Aspelin et al. 1973) from 1973, some noted art critics 
and students of visual culture (all with ties to Nordstrom’s department of 
art education) presented short essays on the topic. In B ild  & M yt  (Picture 
and Myth; Nordström et al. 1976) a few years later, Nordström presents a 
project in collaboration with three artists using the methods of polarisation 
and picture analysis in the preparatory stages of their artistic work. In the 
late 1970s two books with critical essays on the modernist movement and 
its institutions were published by Torsten Bergmark, Peter Cornell, Sten 
Dunér, Gert Z Nordström and some other persons connected with the 
department of art education (Bergmark et al. 1979, Cornell et al. 1979).

From a scholarly viewpoint, U ppslagbok i b ildanalys  (Encyclopaedia of 
Picture Analysis) published in 1985 and edited by Peter Cornell et al., rep
resents the high-water mark of the studies made by the teacher staff at the 
department. In B ilden  i det postm oderna  sam hälle t (The Picture in Post
modern Society) 1989, Nordström made an ambitious, although not com
pletely successful, effort to apply his semiotic concepts to a comprehensive 
study of artworks, mass media and children’s pictures. A few years later he 
elaborated his view of children’s pictures in the bilingual book B arns b ild 
språk  -  C h ild ren ’s P ictoria l Language  (Hansson e t a l 1991), written in 
collaboration with a few Nordic colleagues.

In the project R um  R ela tion  R e td rik  (Room Relation Rhetoric; Nord
ström 1996), published in 1996, Nordström is the mentor of a new gener
ation of art educators with scholarly ambitions. The aim of the project is 
the same as that of most other projects at the department of art education 
since Nordström became its director and (from 1989 to 1996) a professor: 
“to investigate the communicative qualities of the picture, to draw atten
tion to its grammar and to develop picture theory and picture analysis.”
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(Nordström 1996, 9) (For further references to the literature related to the 
department of art education, see the Swedish bibliography below, where 
the reader also will find a list of booklets published by the department of 
art education at the Umeå University.)

The 1994 school curriculum

The revolt by the students of art education in the late 1960s was not an 
isolated event. All over the Western World, including Sweden, young peo
ple protested against established authorities and ideologies that were con
sidered false or oppressive. Seldom, however, did these actions have such 
an immediate and far-reaching effect in school as in the case of art educa
tion in Sweden. Although, for example, visual communication was debated 
in Germany at about the same time, that concept never caused such a radical 
change in the curricula for the comprehensive school that the term paradigm 
shift would be adequate.

The support of radical changes cannot be explained by the Zeitgeist 
alone or by the persuasive power of individuals. The new paradigm also 
met the interest of art teachers to increase their professional status. By 
defining art as a “counterbalance” to general education, the old paradigm 
ascribed an emanicipatory role to the art teacher. In addition to offering 
another powerful rhetoric, the new paradigm expanded the territory of art 
education.

It served to protect the art subject from reductions in the timetable, espe
cially on the lower secondary level (Broady 1986). Here there was a severe 
competition with teachers of language arts about certain parts that either 
formerly belonged to Drawing (picture analysis) or were new additions to 
the curriculum (film, television and other media of visual communication). 
Studies of how media may effect consumers was a topic that might have 
been taken over by Home Economics. The broader orientation of the new 
subject, Pictorial Studies, may explain why art education in the lower sec
ondary school in Sweden has a stronger position on the timetable than in 
most other countries.

In the 1994 Compulsory School Curriculum (Lpo 94) art is paid slightly 
more attention than in Lgr 80, but the main focus is still on a wider concept 
of visual communication, including modern media (with computer graphics 
as a new addition) used for multiple purposes. The negative tone in which 
commercial pictures and the influence of media was formerly discussed has 
been changed. As a sign of continuity, the parallel between visual arts and 
language arts is even more elaborated than before. The five obligatory parts 
(see above) have disappeared and been replaced by certain basic goals that
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everybody shall be given the opportunity of achieving. For students in grade 
9 the following goals are mandatory:

The student shall
• have developed her ability to produce pictures by means of different 

techniques,
• be able to use her own pictures as well as those of others for different 

purposes,
• be able to interpret, analyse, and critically examine different types of 

pictures, including moving ones, and
• have knowledge about the role of pictures in culture and society and 

be familiar with some prominent visual artists (Grundskolan 1996, 
13).

These goals roughly correspond to what was formerly called Visual Pro
duction, Visual Communication, Picture Analysis, and Aesthetic Orienta
tion but they give, in their general formulations, more freedom to the teach
er. The section that was called Image & Environment does not appear in this 
set of goals. On the other hand, in the Lpo 94 both environmental and media 
issues are regarded as cross-disciplinary in nature.

Visual arts in national evaluations
In analysing the discourse on Swedish art education, I have used the term 

paradigm shifts, indicating that patterns of thought, aims, principal parts, 
and methods have been radically transformed from one time to the other. 
The evidence, however, is official documents such as curricula for the com
pulsory school, i.e. the primary and lower secondary levels of schooling. 
The reader is justified in asking to what extent these documents affected 
practice. That is, what happened when the new ideas were confronted by 
teachers, students and working conditions in ordinary schools?

Two national evaluations of Swedish schools that took place in 1989 and 
1992 will help us answer this question. Both included Pictorial Studies, with 
the first evaluation examining grades 2 and 5 (see e.g. Eklund 1990; Holm
berg 1990), and the second one focusing on grade 9 (Bild 1993), i.e. the 
final grade in the compulsory school. On each grade level about 200 teach
ers and 3,000 students participated. In addition, data from a questionnaire 
answered by 180 teachers on all three grade levels in the late 1970s were 
analysed in a doctoral thesis by Pettersson and Asén (1989). The thesis also 
includes in-depth observational data from eight classes instructed in visual 
arts. (A complete list of reports from national evaluations of art education in
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Sweden is presented in the Swedish bibliography below.)
These documents give a fairly consistent picture of Swedish art educa

tion in practice. It is obvious that the latest paradigm shift, suggested in Lgr 
69 and completed in Lgr 80, has not radically transformed the daily activi
ties of most teachers of art. This conclusion is especially true concerning 
primary teachers, who primarily look upon art activities as an opportunity 
for students to relax and use their imagination. These are the concepts usu
ally associated with visual production as a “free creative activity” rather 
than as a communicative activity with cognitive components. Activities re
lated to the art world (e.g. visits to art museums or galleries) rank low among 
these teachers. Even less attention is devoted to photos, film, and video pro
duction, which end up at the bottom of their priority list.

To most primary teachers, progress in visual production seems to mean 
no more than the acquisition of skills in how to use different materials and 
techniques. Often a new task is given each week. Except for colour, primary 
teachers seem to lack the terminology needed to analyse formal and expres
sive qualities of pictures. Not surprisingly, then, there was no significant 
student improvement in these dimensions between grades 2 and 5. Although 
art activities are commonly co-ordinated with social studies, the evaluating 
team would not call this integration. Of course, students apply materials and 
techniques that they master, but there is no clear indication that new insights 
are added into the formal, expressive or communicative aspects of visual 
production (such insights were, in fact, introduced by Sjöholm and Goes 
(Hansson 1992), although in a limited and schematic way).

Art teachers in the lower secondary school have gone through a three- 
year teacher training program at an institute for higher education in art, craft, 
and design. In general, they have qualified for the program by attending an 
art college for one year. This should, of course, influence their attitudes to 
art education compared to a primary teacher who usually has only five to 
fifteen weeks of training in art education. Consequently, students in the sec
ondary school often work with an art project for more than one week. They 
also become familiar with more varied materials and techniques, such as 
graphic arts, ceramics, photography, and video production. However, draw
ing, painting, and collage are still the dominant activities while visual pro
duction by means of technical equipment is not very common in the non
elective school program.

Those art teachers who took part in the 1992 national evaluation estimat
ed that three fourths of their teaching time was used for the production of 
pictures. The evaluating team of experts is criticizing the fact that only one 
fourth of the teaching time is left to help students analyse and interpret pic
tures and give them an orientation about art and visual aspects of their envi
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ronment. With that small amount of time for looking at pictures and talking 
about them, they argue, students will not achieve the visual literacy de
manded in the national curriculum. Nor are they likely to “find an interest 
in” and “come to appreciate” the values inherent in art, as the curriculum 
prescribed they should.

In a few evaluation tasks, for example, teachers and students were asked 
to share their opinions about certain modern artworks, both figurative and 
non-figurative. Teachers rated these works in highly positive terms. Stu
dents in the lower secondary school, however, had a rather low opinion of 
them, tending to rate them as “dull,” “disgusting,” and “making no sense.” 
This tendency was most pronounced as regards the non-figurative artwork, 
suggesting that the students shared some common stereotypes about what 
art is for and what it should look like. These attitudes bring the art historian 
Sven Sandström’s (1982) contention up-to-date that Swedish schools by ne
glecting the world of art contribute to render it invisible.

In summary, teachers in the lower secondary school are influenced by 
the new paradigm manifested in the Lgr 80, but there is still much to be done 
in order to find a proper balance between theoretical and practical aspects of 
the subject. I do not think, however, that this point of balance can be ex
pressed in a certain percentage (e.g., arrived at through a discussion of 
whether studio work should be allotted more or less than the 60% suggested 
in an early document introducing the DBAE program; Clark, Day & Greer 
1987). The principal question is rather how different perspectives (in the 
Swedish Lpo 94 operationalized as four basic goals to be achieved) can be 
brought to interact in a fruitful way (cf. Brent W ilson’s analysis of DBAE 
in one of the introductory chapters in this book).

Demystifying creativity in education
In retrospect, it is evident that “free creative activity” often came to be 

understood as free disposal of a great variety of materials. Evaluations of art 
in the primary school suggest that this idea of freedom is still prevalent. An 
early critic, Gunnar Sandberg (1964), warned against the “technique devil” 
and the “materials hysteria” that he observed in art classes:

The techniques seem to have become ends in themselves. They 
keep the activity going, teachers claim. Yes, but on behalf of its aim! 
And then the activity is not of great value! ... Today the student runs 
the risk of being drowned in all of the junk. Maybe he loses his imag
ination among scissors and adhesive paper, stencils and chicken-wire 
figures....His mind gets drained of ideas when he thinks that he is
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expressing essential things, while in reality he is only busy manipu
lating some materials (Sandberg 1964, 176, 178).

A similar position is taken by several international observers, notably by 
Lowenfeld and Brittain (1987, 92 ff), who held that if students were invol
ved in one project following the other, week by week, they would come to 
believe that art is nothing more than manipulations of materials, requiring 
little personal expression and creativity. Instead, these educators—who have 
been looked upon as the gurus of spontaneity— advocated a depth-oriented 
approach, where children’s art activity should not be free of restraints but 
restricted in terms of both subject matter and media.

The clue that creativity is neither “free” nor “spontaneous” but require 
going in depth with a task, may help us to define what elements are actually 
integral to creativity. Research suggests that there are at least four charac
teristics of any “creative activity” in art. These can be translated into the 
same number of conditions of an education that will liberate creativity from 
the fetters of anything from “scissors and adhesive paper” to videotapes and 
computer software. As far as the educational implications are concerned, 
there are close parallels between those formulated here and the principles 
guiding Arts PROPEL3 and other projects (e.g. within the DBAE program) 
where studio work interacts with assessing, analysing, and talking about 
pictures.

The first characteristic of creative activities has already been suggested. 
Creative persons persevere in their pursuit of an end or an undertaking; they 
refuse to be discouraged by failure, doubts, or difficulties. In contrast, they 
are challenged by ambiguity and problems that can be solved in more than 
one way. They tend to approach an issue or idea from many points of view 
and often pursue the “same” problem across a series of works or experi
ments (Wolf 1988). As an educational implication, students should be al
lowed to engage in long-term, open-ended projects. Instead of picking up 
one project after the other in a cursory manner, students should be encour
aged to pursue a narrower range of ideas or materials in greater depth. Such 
restrictions will also make it easier for the teacher to give students the kind 
of guidance they need.

Secondly, creative activities are characterized by the fact that one tends 
to find new problems while working with an issue (Csfkszentmihalyi & 
Getzels 1989). One tries new solutions, often by combining ideas in an 
unexpected way. There is a close connection between these qualities and 
the one mentioned before, since in order to find out where problems lie and 
to invent ways of pursuing them, one needs to stay on the task long enough. 
The discovery by mistakes or “happy accidents” presupposes a prepared
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mind. This state of mind, however, is not sufficient for a creative leap to 
take place. In order to reformulate problems and try out new solutions, one 
also needs a certain amount of courage and a willingness to take risks. If we 
want to develop these qualities in education, we must emphasize process as 
well as product. Experimentation, research, and revision over time have to be 
acknowledged and valued even if these activities are not always successful.

Thirdly, studies of creative activities invariably demonstrate the impor
tance of the works and minds of others. New ideas often emerge while stud
ying or working in the style of another person. This influence may be gener
al or more specific. One may be looking for the consistency, range, and 
development of stylistic and thematic concerns in an artist’s work or one 
may be looking for specific things to learn from and make use of in one’s 
own work. This process of searching out models and making connections is 
very active and complex. In education such influences should not be dis
couraged, as they often were before. In contrast, conditions for creativity 
will be enhanced if art education constantly integrates production with per
ception and reflection, that is, if students are given ample time to look, to 
talk, to write, and to think as part of the process of creating.

Finally, persons involved in a creative activity make use of a variety of 
stances or perspectives. In looking upon their work, they alternate between 
the perspective of the critic, the philosopher, etc. They develop a set of stand
ards or a check list that helps them to ensure and monitor their own progress. 
They are in command of a vocabulary that makes it possible for them to 
evaluate their work on multiple dimensions, going beyond simple value 
judgments such as “good” or “bad.” Often they have a group of friends and 
colleagues with whom they are able to openly discuss their work, its 
strengths and weaknesses. As an educational implication, one might con
clude that students should be given ample opportunities to assess their own 
work as well as having it assessed by teachers and peers. In this process, 
school should help students to develop an adequate vocabulary and a shared 
set of criteria.

This conception of creativity and education is the foundation of a project 
called the Portfolio Assessment of Studio Work in the Visual Arts that will 
become a part of the 1998 Swedish national evaluation (Lindström 1996). 
Twenty-one classes from each level of schooling (primary school, lower 
secondary school, upper secondary school) have been selected for in-depth 
studies of the creative process under different conditions. Hopefully this 
project will take us a step further in demystifying creativity and under
standing the proper role of the visual arts in education. (A selection of arti
cles on portfolios and the creative process by the present author is listed in 
the Swedish bibliography below.)
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An agenda for research

Young disciplines, like art education, often split into rival schools of 
thought. When paradigm shifts occur, these respond to changes in the cli
mate of opinion or professional interests more often than to any substantial 
body of findings. In fact, the lack of an empirical foundation of art educa
tion has given different, and often conflicting, opinions free scope. The pio
neer era in any field is usually characterized by charismatic leaders whose 
successes are dependent on their ability in attracting attention to the issues 
at stake.

In Swedish art education, innovators like Axel Goes, Jan Thomaeus and 
Gert Z Nordström filled this function quite well. Thomaeus and Nordström, 
whom I know the best, not only presented provocating ideas but stirred up a 
great deal of emotion, too. They attracted followers and got opponents who 
often accepted or rejected their whole package of ideas. The attitude was 
that of belief or disbelief in an authority figure. Rational deliberations or 
pragmatic considerations of what would work in schools were too often of 
secondary importance.

Today, when the pioneers have retired, we are left with most basic issues 
unsettled. In addition, the belief in easy and unambiguous solutions is fad
ing. But, at least, some problems have been more clearly defined and there 
is an emerging belief that in order to solve them, both parties in the dispute 
have to agree that their viewpoints are tentative, pending further studies. 
Although there is no general agreement on what studies are most needed in 
art education, I think that at least three issues should attract further attention 
in any agenda for research. Each of these is an outgrowth of one of the major 
trends in art education: integration, creativity and communication.

1. Studying the use o f visual representation 
as an “entry point” to other disciplines

Axel Goes realized that drawing can never be dispensed with if knowl
edge and understanding in other subject areas are to be enhanced. This in
sight was forgotten when “free creative activity” became the prevailing dog
ma. Visual representation and the mimetic tradition in aesthetics were la
belled as stifling, academic and out of tune with the natural development of 
the child. Therefore, creative activity and so-called useful subjects should 
be kept apart. When this philosophy was introduced as “the one and only 
way,” the art subject got the reputation of being a frill, e.g. something that 
was nice although not really necessary.

However, it is a safe guess that integration of art and other fields of study
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will attract increased attention in the near future. As a consequence of a 
recent reform of teacher education in Sweden, teachers who combine art 
with another subject are qualified to teach from grades 4 to 9 (ages 10 to 16 
years). These teachers are trained for two years in art education. This prepa
ration may be compared to the three years required by the one-subject art 
teachers in the upper secondary school (previously, these teachers were 
the only ones teaching in the lower secondary school as well).

At the Stockholm Institute of Education, teachers in grades 1 to 7 (ages 7 
to 14 years) may, as an elective, take up to 45 weeks of art education. The 
training of these new categories of teachers, i.e. those that combine art with 
one or more other subjects, will present an enormous challenge to art educa
tors. These will have to explore new ways of integrating the aesthetic di
mension in all curricular domains, in the sense in which, e.g., Elliot Eisner 
(1994) and Howard Gardner (1991, 244 ff) advocate multiple forms of re
presentation and using multiple “entry points” to a domain.

Doing this is by no means an easy matter. As was observed above, art 
activities are commonly co-ordinated with social studies, but there is no 
clear indication that new insights are added into different aspects of visual 
production or analysis (Wetterholm 1991, 28). The same problem was 
described in a Danish report investigating development works conducted in 
primary and lower secondary schools (Schnedler, Pedersen & Nielsen 1991). 
When integrated with other subjects, the arts were mainly used to illustrate, 
decorate and entertain; they did not represent any essential content in their 
own right. Also, when studying what teachers called “art activities” in pre
school and primary school, Bendroth Karlsson (1996) found that in half of 
these situations the activity was made subordinate to non-artistic goals.

2. Studying the creative process, artistic learning 
and new modes o f assessment

Already in 1964, the art teacher Gunnar Sandberg gave a succinct and 
accurate account of one of the great dangers haunting the “free creative ac
tivity.” As was shown above, he warned that the student may “lose his ima
gination among scissors and adhesive paper, stencils and chicken-wire figu
res.” Video production, computer graphics and interactive media may soon 
aggravate this situation. Powerful as these media are, they will make the 
importance of a depth-oriented approach, with aesthetic considerations sharp
ly in focus, even more acute than before. Otherwise, if equipment, materials 
and techniques should be used as ends in themselves, teachers and students 
will become prisoners of the new media instead of their masters.
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When talking about demystifying creativity above, some suggestions 
were given concerning what aspects of the creative process are especially 
worth studying and assessing. However, there are many more issues of ar
tistic learning that deserve a closer look, e.g. the ones formulated in an of
ficial report from 1956 that was quoted above: What are the roles of emo
tion and cognition in the aesthetic experience? What is the relationship be
tween students’ understanding of art and their studio work? The expressive 
tradition in aesthetics deserves a more fair treatment in education than it 
was given by the simplistic proponents of “free creative activity.”

3. Studying the role o f  aesthetics, understanding o f art 
and teaching by dialogue

Nordström was primarily interested in pictures “meeting us from house 
walls, shop windows, newspapers, weekly magazines, cinemas, television, 
comics, and posters” as opposed to the world of art that he considered only 
being the “concern of a small minority” (Nordström & Romilson 1970,48).4 
The visual culture that influences young people today is, in his opinion (e.g. 
Nordström 1982), educationally more relevant than their cultural heritage. 
However, there are realms of meaning that are accessible only through the 
study of outstanding works of art. I agree with Ralph Smith (1991,199) that 
“art history cannot compete on an equal footing with the mass media for the 
attention of the young, but it can at least present students with alternatives 
of taste and style and open their eyes to their own often crude preferences.” 
In accepting that the art world is a concern of a small minority, without 
calling in question why, Nordström involuntarily put himself in the same 
position as the aristocratic elitist or cultural snob.

The aim of an egalitarian policy in the Swedish tradition of social liberal
ism, however, is not to get people to “appreciate” art but to initiate a dia
logue. This could be done, for example, by guiding students in how to look 
at art and to ask relevant questions, by helping them to discover connections 
in history and across cultures, and by provoking them to use the ideas, ima
ges and techniques found in works of art as a source of inspiration for their 
own work. Students have already a philosophy of art, although it is com
monly unarticulated and coloured by familiar stereotypes of what art is for. 
These thoughts have to be taken seriously by teachers and should be treated 
with respect in a genuine dialogue that does not lose its meaning by falling 
prey to dogmatic relativism. In initiating students to the great conversation 
on the meaning of art and life, schools, museums and researchers in partner
ship are facing a great and demanding challenge.
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Notes
1. The study of Swedish art education (with the research part excluded) is present
ed at somewhat greater length in Arts Education Policy Review , May 1997 (Lind
ström 1997).
2. Lindgren-Fridell was for 25 years the curator of Konst i Skolan (Art in the School) 
that organized travelling art exhibitions; see Lindgren-Fridell 1984.
3. A project developed by the Harvard Graduate School of Education and the Ed
ucational Testing Service (ETS) in collaboration with the Pittsburgh Public School 
System; see Winner and Simmons 1992. For a critical examination, see Lindström 
1994.
4. The same formulations were used by Nordström in 1995 to describe his present 
opinion; see Nordström 1995, 21-22.

References
Almgren, A. Die umgekehrte Perspektive und die Fluchtachsenperspektive (The 

Inverted Perspective and the Vanishing-Axis Perspective). Uppsala University, 
Uppsala Studies in the History of Art, Nova Series, No. 8, 1971.

Andersson, S. Social Scaling and Children’s Graphic Strategies: A Comparative 
Study o f  Children’s Drawings in Three Cultures. Linköping University, 
Linköping Studies in Arts and Science, No. 118, 1994.

Aronsson, K. & Andersson, S. “Social Scaling in Children’s Drawings of Class
room Life. A Cultural Comparative Analysis of Children’s Drawings in Africa 
and Sweden,” British Journal o f  Developmental Psychology, 14 (1996): 301- 
314.

Aronsson K. & Junge, B. Intellectual Realism and Social Scaling in Children’s 
Art. Some Critical Reflections on the Basis o f Ethiopian Children’s Drawings. 
1992. (Unpublished manuscript. )

Aspelin G. et al., Bildanalys (Picture Analysis). Stockholm: Gidlunds, 1973. 

Bendroth Karlsson, M. Bildprojekt iförskola och skola -  estetisk verksamhet och 
pedagogiska dilemman (Visual Arts Projects in Preschool and School: Aesthet- 
ical Activity and Educational Dilemmas). Linköping University, Linköping 
Studies in Arts and Science, No. 150, 1996.

Berefelt G. (Ed.), Barn och bild (Child and Picture). Stockholm: Almqvist & Wik- 
sell, 1971.

Bergmark, T. et al., Den åldrade modernismen, Stockholm: Gidlunds, 1977.

Bild. Huvudrapport i den nationella ut\>ärderingen av grundskolan, våren 1992. 
Report No. 22, The National Agency of Education, Stockholm, 1993.

Broady, D. “Professionsintressen och förändrad teckningslärarutbildning,” KRUT  
41, 1986,58-61.

Clark, G. A., Day, M. D. & Greer, D. “Discipline-Based Art Education: Becoming 
Students of Art,” Journal o f  Aesthetic Education 21, No. 2 (1987): 129-193.



1 3 8  N o r d i c  V i s u a l  A r t s  R e s e a r c h

Cornell, P. et al., Innanför & utanför modernismen. Stockholm: Gidlunds, 1979.

Cornell P. et al. (Eds.), Uppslagbok i bildanalys (Encyclopaedia of Picture Analy
sis). Stockholm: Gidlunds, 1985.

Cslkszentmihalyi, M. & Getzels, J. B. “Creativity and Problem Finding in Art,” in 
Farley, F. H. & Neperud, R. W Fds.77;c Foundations o f  Aesthetics, New York: 
Praeger, 1989,91-116.

Eisner, E. W. Cognition and Curriculum Reconsidered. New York: Teachers Col
lege Press, 1994.

Eklund, S. Studier i teckningsundervisningens historia. Umeå University, Institu
tionen Lärarhögskolan, Teckningslärarlinjen, Report No. 1 1980.

Eklund, S. Bedömning av kunskaper och färdigheter i bild, årskurs 2. Report No. 
10, Department of Art Education, University of Umeå, 1990.

Frost, U. Förlagor och Teckningsläror (Teaching Methods in Elementary Draw
ing). Stockholm University, Department of Art History, 1988.

Gardner, H. The Unschooled Mind. New York: Basic Books, 1991.
Grundskolan -  kursplaner, betygskriterier. Stockholm: National Agency for Edu

cation, 1996.
Hansson, H. “När varje lärare kunde teckna,” in Tidsbilder, ed. U. Lind, K. Hassel

berg, andB.-M . Kuhlhom. Stockholm: Utbildningsradion, 1992, 26-39.
Hansson H. et al., Barns bildspråk -  Children’s Pictorial Language. Stockholm: 

Carlssons, 1991.

Holmberg, L. Elevers kunskaper och färdigheter i bild och svenska i åk 5. Report 
D: No. 2, Department of Teacher Education, University College of Kalmar, 
1990.

Konstbildning i Sverige. SOU. Swedish Official Report Series, 1956: 13.

Kriland G. and Thomaeus, J. “Teckningsundervisningen av i dag: kvasivetenskap 
eller fritt skapande?” Vi, No. 38 1945.

Kälvesten A.-L. & Ödman, M. Barn i 5 länder tecknar och tänker (Children in 
Five Countries Draw and Think). Liber: UtbildningsFörlaget, 1979.

Lindberg, A. L. Konstpedagogikens dilemma -  historiska rötter och moderna stra
tegier (The Dilemma of Art Education: Historical Roots and Modern Strate
gies). Lund University Press, Lund Studies in Art History, No. 2, 1988.

Lindgren-Fridell, M. Föreningen Konst i Skolan -  pionjärinsats i skolans konst
bildning 1957-1976. Stockholm: Riksutställningar, 1984.

Lindström, L. “Art Education for Understanding: Goodman, Arts PROPEL, and 
DBAE,” Journal o f Art and Design Education 13 (1994): 189-201.

Lindström, L. Portfölj värdering av elevers skapande i bild. Unpublished grant pro
posal, Department of Visual Arts, Drama, Physical Education, and Music, Stock
holm Institute of Education, 1996.

Lindström, L. “Integration, Creativity, or Communication? Paradigm Shifts and 
Continuity in Swedish Art Education,” Arts Education Policy Review  99, No. 1 
(1997): 17-24.



S w e d e n  1 3 9

Lindström, S., Berefelt G. & Wik-Thorsell, A. L. Livets träd -  världen sedd genom 
barnets öga (The Tree of Life: The World Seen through the Eye of the Child). 
Stockholm: Rabén & Sjögren, 1978.

Lowenfeld V. & Brittain, W. L. Creative and Mental Growth. New York: Macmil
lan, 1987.

Läroplan fö r  grundskolan, Lgr 62. Stockholm: National Board of Education, 1962.

Läroplan fö r  grundskolan, Lgr 80. Stockholm: Liber, 1980.

Nordström, G. Z Kreativitet och medvetenhet -  den polariserande pedagogikens 
grunder (Creativity and Consciousness: Foundations of the Teaching by Polari
sation). Stockholm: Gidlunds, 1975.

Nordström, G. Z “Möt ej Eldkvarn med moralkakor om kulturarv,” Dagens Ny
heter, April 27,1982.

Nordström, G. Z Bilden i det postmoderna samhället (The Picture in Postmodern 
Society). Stockholm: Carlssons, 1989.

Nordström, G. Z. “Konstpsykologi versus bildspråk?” Bild i skolan, No. 3 1995.
Nordström G. Z (Ed.), Rum Relation Retorik (Room Relation Rhetoric). Stock

holm: Carlssons, 1996.
Nordström G. Z, Björk, K.-O., Eneroth, B. & Karlewski, H. Bild & M y t- e t t  kon- 

stpedagogiskt projekt (Picture and Myth). Stockholm: Gidlunds, 1976.
Nordström, G. Z & Romilson, C. Bilden, skolan och samhället (Picture, School 

and Society). Stockholm: Bonniers, 1970.

Pettersson, S. & Åsén, G. Bildundervisningen och det pedagogiska rummet. Ph.D. 
diss., Department of Educational Research, Stockholm Institute of Education, 
1989.

Read, H. Education through Art. London: Faber & Faber, 1943.
Read, H. Art and Society. London: Faber & Faber, 1945.

Rogoff, B. “Developing Understanding of the Idea of Communities of Learners,” 
Mind, Culture and Activity, No. 4 (1994): 209-229.

Romilson, C. “A New Teaching in the Visual Arts,” Teckning, special issue 1971.
Sandberg, G. “Dagens teckningspedagogik -  och morgondagens,” Teckning, No. 

8 1964, 174-179.

Sandström, S. “Den osynliggjorda bildkonsten,” Dagens Nyheter, M arch 3 1 ,1982.
Schnedler, C. J. Pedersen, K. & Nielsen, F. V. Praktisk musisk undervisning. Eval- 

ueringsrapport for Folkeskolens Udviklingsråd. Copenhagen: The Royal Dan
ish School of Educational Studies, 1991.

Smith, R. A. “Teaching Art as a Humanity," in Levi A. W. & Smith, R. A. Art 
Education: A Critical Necessity. Urbana, 111.: University of Illinois Press, 1991.

Waem, K. Vänstervridningen på Teckningslärarinstitutet. Gothenburg University, 
Department of History, Term paper, 1972.

Wetterholm, H. Barn gör bilder. Report D: No. 6, Department of Teacher Educa
tion, University College of Kalmar, 1991.



1 4 0  N o r d ic  V is u a l  A r t s  R e s e a r c h

Winner, E. & Simmons, S. Arts PROPEL: A Handbook fo r  the Visual Arts. Grad
uate School of Education, Harvard University, Cambridge, Mass., 1992.

Wolf, D. “Artistic Learning: What and Where Is It?” Journal o f  Aesthetic Educa- 
tion 22, No. 1 (1988): 143-155.

Åsén, G. Från avbildning till fritt skapande. En analys av psykologins inflytande på 
teckningsämnets utveckling. Stockholm Institute of Education, Department of 
Educational Research, 1982. (Working paper)



1 4 1

Karin Aronsson

Social Scaling and Multivoicedness 
in Children’s Drawings

In  this theoretica l and  m ethodologica l paper, Dr. Karin Aronsson, 
p ro fesso r o f  ch ild  stud ies a t L inköping U niversity, review s recent re 
search a t her departm ent. D raw ing  upon the w ork o f  M ikha il Bakhtin, 
ch ild ren ’s p ic to ria l activity  has been ana lyzed  w ith in  a d ia logic fra m e 
work, tracing how  ch ild ren ’s draw ings are m ultivoiced, reflecting p a s t  
voices (prior draw ings a n d  p a s t obser\>ers) as w ell as fu tu re  audiences  
(observers).

In a series of investigations at Linköping University, children’s pictorial 
art reception and art production have been studied in terms of texts or vo ic
es, drawing on the work of Bakhtin (Bakhtin, 1981; 1984; Wertsch, 1991). 
This paper will primarily present some theoretical positions by our group 
(Aronsson 1991 a-b, 1997; Aronsson and Andersson, 1996; Andersson, 
1994; Bendroth Karlsson, 1996; Rydin, 1996). In much of this work on 
children’s drawings, textual aspects have been foregrounded. More impor
tantly, children’s drawings have been analyzed within a dia logic  episte- 
mology, tracing the in tertextua lity  of drawings, that is, how they echo prior 
drawings, and how they can be related to past or future readers. This is in 
line with Bakhtin’s notion that language is directed , that texts are always to 
be read as positions or perspectives in relation to past speakers and future 
audiences (Bakhtin, 1981, 1984). Texts are not monologues; they are al
ways the outcomes of ongoing and past dialogues. Phrased somewhat dif
ferently, they are m ultivoiced, reflecting different past voices, as well as 
future audiences (Aronsson, 1997; Bakthin, 1981; Wertsch, 1991). In a tru
ly dialogical reception analysis, we need to take into account not only co
present audiences, but also future audiences that may shape the form of 
texts. A text is the product not only of a speaker and a listener, but also of 
unseen (but foreseeable) addressees.

Texts are intimately related to codes  that regulate meaning in specific 
cultures. There is no immaculate perception, independent of social and cul
tural experience; what is “natural,” and what is “beautiful” are intimately
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related to cultural codes (Bourdieu, 1968, 1978, 1993; Aronsson, 1984, 
1997).

Text and contexts
Moreover, a textual analysis envokes a context. Texts are to be read in 

relation to different contexts. Children’s pictures, the texts, can be related to 
context in an immediate or mediate way. Immediate contexts are related to 
different types of situational variation, e.g. in children’s access to different 
tools or materials, or to the type of audience in a specific context. Mediate 
variation is related to variation in terms of cultures or subcultures and the 
participants’ appropriations of different codes or frames of interpretation. 
Similarly, such contextual variation concerns technologies and habitual 
ways of acting in relation to dominant cultural modes.

In linguistics, contrastive analysis is a basic method for identifying cul
tural variation. Contrastive analysis feeds on variation, but within a dialo- 
gistic epistemology variation is not seen as a causal variation as in the grand 
experimental paradigm of psychological experiments. Contrasts illuminate 
cultural conditions but they do not explain culture in a unidirectional causal 
way. In a dialogistic analysis of drawings, contrastive analyses are related to 
different types of informal learning through:
• Pictorial models (prior texts)
• Participation
• Practices

Table 1. Text, context and mediation

Mediation Immediate context Mediate context

Pictures Picture X vs. B;
e.g. traditional versus modern

Code; frame

Participation Participation framework Privileged positions vs. 
illegitimate positions

Practices Tools, materials, toys Technologies;
e.g. literacy, TV-literacy,
Computer literacy, etc.

Child-rearing practices
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In a comparative historical analysis of three generations of children and 
their drawings between 1920 and 1990, it can be seen that a biographical 
method allows for analyses of immediate pictorial variation, on the one hand, 
and long-term code differences, on the other (Aronsson, 1991a, 1997). In 
analyses of the pictorial context, it can thus be demonstrated how the child’s 
exposure to new images at times radically changes what the child sees fit to 
draw.

Participation has been analyzed in-depth in a study by Bendroth Karls
son (1996). She has videotaped art activities in preschools and schools. In 
her analyses of what teachers called “art activities,” she shows that many of 
these activities were transformed into concept training activities, diagnostic 
activities or pure entertainment. Moreover, she shows how what she called 
the pupils ’ projects were at times quite different from the teachers ’ projects. 
The teachers assumed that the students were engaged in the ascribed tasks, 
but the pupils would frame the tasks differently and/or invent novel tasks. 
Genuine exploratory dialogues about art activities or about the drawings 
were relatively rare.

Play practices can be traced in children’s drawings. For instance, it could 
be seen how a boy in the 1920s seemed to mediate his war heroes in terms of 
the static movements of tin soldiers (Aronsson, 1991a).

In analyses of different cultural and subcultural contexts, it can be seen 
how subcultures operate with different codes of interpretation. For instance, 
in their drawings, boys and girls focus on different episodes when recon
structing a modern TV-fairy tale (Rydin, 1996). They thus partly recall dif
ferent stories.

Relatively extensive differences between cultures have been observed in 
a series of cultural comparative studies, analysing differences between chil
dren’s drawings in African and Swedish subcultures (Aronsson, 1990; Ar
onsson & Junge, 1992; Andersson, 1994; Aronsson & Andersson, 1996). 
These studies show differences in children’s ways of drawing in cultures 
that employ different types of child-rearing practices. Child figures are nev
er depicted in isolation in the drawings from traditional environments (Ar
onsson, 1991b; Aronsson & Junge, 1992), and, moreover, child figures are 
“over-sized” or “under-sized” in relation to adult figures in predictable ways 
in different cultures (Aronsson & Andersson, 1996).

Indexicality and social scaling
In discourse analysis, several researchers have studied indexical aspects 

of language use, how language is used not only to refer to specific phenom
ena, but how ways of speaking may index the speaker’s position in social
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hierarchies: man or woman, boy or girl, young or old etc. (Ochs, 1992). In a 
series of studies, drawings have been studied indexically. For instance, Ar
onsson (1981) studied how the presence or absence of human figures was 
gendered in rescue scenarios in children’s drawings. Similarly, boys and 
girls had different iconographic vocabularies for indexing drama (Arons
son, 1991).

In a series of studies, indexicality has been mapped with respect to what 
has been called social scaling  (Aronsson, 199 la-b; Aronsson & Junge, 1992; 
Andersson, 1994; Aronsson & Andersson, 1996; Rydin, 1996). Social scal
ing can be described in terms of picture vocabularies, that is, what is shown, 
or not shown, on the one hand, and in terms of picture syntax, on the other, 
that is how something is shown.

What is not shown in a picture is at times as interesting as what is shown. 
Ethiopian and Kenyan children’s drawings in traditional environments gen
erally do not show human figures in isolation (Aronsson, 1991; Aronsson, 
1997; Aronsson & Junge, 1992; Court, 1989), and people are portrayed at 
work, not in play activities (Aronsson & Junge, 1992; Kälvesten & Ödman, 
1979). Moreover, Ethiopian children do not employ the stereotypical west
ern smile in their human figure drawings. Social scaling can also be ob
served on the level of syntax, that is how different phenomena are depicted. 
In a study of three different cultures -  two African and one Swedish -  vary
ing in modern “child-centered” child-rearing practices, it could be seen how 
children’s drawings varied systematically in the ways that they depicted 
pupils and teachers in classroom scenarios (Aronsson & Andersson, 1996). 
Social scaling was tapped in different ways, with respect to:
• size scaling (pupil/teacher ratio in millimetres),
• relative centrality of teacher and pupil,
• relative degree of detailing of pupil and teacher, and
• relative distance between teacher and pupil.

Size scaling and these other types of social scalings require a drawing 
where two or more human figures may be compared to each other; two fam
ily members, a pupil and a teacher, or some other dyad (Aronsson & An
dersson, 1996). In capturing relative positions, the social scaling method is 
related to Arnheim’s (1974) reasoning on visual th inking  and h ierarch ies o f  
im portance. Like Bakhtin, Arnheim would agree that the text reflects per- 
spectival thinking. But partly such thinking is based on cultural conven
tions, echoing past images, other texts. Children in different cultures not 
only portray human figures in culturally specific ways (Wilson, 1985), they 
also portray hierarchies in culturally specific ways (Aronsson & Andersson, 
1996). These cultural contextual findings provide a link to the theoretical rea
soning of Gombrich (1980), foregrounding the notion of intertextuality.
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Kenneth Karlsson

The Pictorial Language Paradigm 
A Critical Review

” Visual com m unication ” and  ”p ic toria l language ” are central co n 
cepts in the Sw edish d iscussion on visual arts education. In  this essay, 
Kenneth Karlsson, a teacher tra iner an d  research studen t in a esthet
ics, d iscusses the strengths a n d  w eaknesses o f  the linguistic  m odel 
com pared  to m im etic, expressive and  fo rm a l m odels o f  understanding  
pictures. H is p erspective  is tha t o f  a ph ilosopher, bu t he also specu 
lates abou t the role o f  p ro fessiona l in terests am ong teachers.

Towards the end of the 1960s, it became common to talk about the pic
ture in terms of a language, especially at the Teckningslärarinstitutet at Kon
stfack (The Department of Art Education at The University College of Arts, 
Crafts and Design) in Stockholm. This was a time when a number of phe
nomena were talked about in terms of a language. The gesture, the mime, 
and the body all had a linguistic structure, and the same was true in the case 
of fashion, design, and architecture—indeed, our surroundings in general.

Today, this view has been firmly established and forms the basis both for 
the training of teachers, the new subject “Bild” (Pictorial Studies) in prima
ry and secondary school, as well as in the recent Master’s education.

Paradigm of pictorial language
The idea of pictorial language cannot be founded on its capacity to de

scribe or reveal the ontology or pure reality of the picture empirically. To 
think about the picture as a language does not give immediate access to the 
“real” being of the picture. The linguistic model does not offer any absolute 
or a-historical perspective, in which all other constructions— historical as 
well as contemporary— can be interpreted or replaced. It is not the case that 
the picture always has been a language and that we suddenly have come 
around to a discovery of this “fact.” Rather, the strength of this model is, or 
was, its ability to challenge prevailing views and metaphors, and thus func
tion as a possibility of seeing “something” as “something else.” The picture,
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like everything else, is not accessible in any direct, unmediated, pure or 
unbiased way.

Well, then, in what way was the linguistic model successful in its subver
sion of prevailing views and governing metaphors? Did it indeed entail a 
possibility of viewing the picture as “something else”? In what sense is it 
rewarding to view the picture as a language?

In order to be able to answer these questions, we need to look at the views 
that were predominant before and how the linguistic model could be thought 
of as an alternative to these views.

I will discuss three models:
• the picture understood as imitation or depiction, henceforth referred to as 

the mimetic model for understanding pictures;
• the picture understood as an individual expression; I will refer to this 

idea as based on an aesthetics of expression, or the expressive model for 
understanding pictures; and

• the picture understood as a formalistic interaction between colours and 
forms— thus, I will call this understanding of pictures the, formalistic 
model.
The semiotic perspective led to a number of new discoveries and percep

tions; new problems were thus introduced, giving access to new dimensions. 
I will attempt to elucidate some of these discoveries.

First and foremost, the semiotic perspective focused on that which was 
seemingly self-apparent: the structure of the agency of mediation— the pic
ture itself. It may strike us as peculiar, but because the mimetic and expres- 
sionistic art ideologies at this time partly obstructed the attention, this view 
could not be taken for granted.

In mimetic art ideology, there was an effort to obscure the medium. The 
perception was directed to the scene itself: the subject— not the picture; that 
which was represented— not the representation. The ideal was a transparent 
picture. Therefore, effort went into the eradication of all traces of construc
tion by smoothing over disturbing elements, such as the strokes of the brush. 
The ideal was a depersonalized style.

The mimetic model was also grounded in a naive understanding of our 
sense of perception, put forth in the theory of the innocent eye. The artist 
somehow succeeded in cutting off the connection between our eyes and our 
brains— as though the work of the artist concerned nothing but his or her 
ability to represent the reflections of light and colour on our retina. The 
artist was not supposed to know, but to see. It was a matter of seeing, not 
registering, what one saw. Because of this mimetic art ideology, perception 
psychology became the most important source of inspiration for art history. 
The idea is that our perception of pictures is identical to the mechanisms
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that rule our perception of the world in general. There was no need to distin
guish between our everyday perception on the one hand, and our pictorial 
perception on the other, as the latter was nothing but an unproblematic copy 
of the first. Thus the painter is understood as a mechanical translator of 
optical phenomena into chemical ditto, and the pictures are understood as a 
sort of perceptual reports that simply transpose that which the painter has 
seen into that which is presented to the viewer.

In the field of expressionistic aesthetics, the same unproblematic under
standing of the medium was predominant, only with a somewhat different 
angle. Here we find the idea that the artist sent out his or her message in the 
hope of reaching a kindred soul. Thus, art was supposed to be emotionally 
contagious. Between the artist and her audience there was nothing but the 
expression that mystically sprang from the mental apparatus, and thus need
ed no conventional signs. Like blushing or laughter, the picture was thought 
of in terms of a symptom of feelings or emotions. To expressionism, it was 
possible to get a glimpse of somebody else’s—especially the artist’s— soul, 
and the pure colours and forms were—in a nonspecified manner—related to 
the soul in a direct and unmediated fashion.

Over and against this mystification, semiotics claimed that the expres
sion was not an unmediated entity, but instead conveyed in a structured 
medium, and that infections could not be transmitted in a vacuum, but de
manded a context. Semiotics directed its attention to the picture, but it was 
not perceived as a pure, perceptual report, nor as a symptom of an emo
tion—but as a socially and culturally constructed sign. The sign was the 
focus of attention and interrogation, not the status of reality or the spiritual 
state of the artist.

Even if semiotics shared its interest for the picture per se, with the fo r 
malistic art theories, the differences between semiotics and these theories 
were more striking than the similarities. Unlike formalism, semiotics was 
not interested in describing only the qualities and relations between colours 
and forms in the singular work of art, but also in the rules, general contexts 
and signification that were mediated. To think of a painting in purely formal 
terms not only entailed the almost impossible act of abstracting form from 
that which was formally represented, as well as disregarding any illusions 
of space and depth in the canvas, but was also a denial of many of the pic
ture’s most important communicative aspects. In formalism there was also a 
belief in a work of art as an object independent of the viewer, and its unique 
structure could be experienced directly and unconditionally, by way of a 
sort of sixth— completely independent— aesthetic sense, which made any 
reference to reality or a creative subject unnecessary.

Against this view, semiotics claimed that the unique work of art could
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not be thought of without a reconstruction of the relational system of which 
it was a manifestation. The singular could only be understood in relation to 
the general. Formalism did interest itself in the picture, but its interest was 
reductive because it limited itself to the aesthetic structure, not the mediat
ing, linguistic, super-individualistic structure. Furthermore, it included a 
defense for the aesthetic autonomy of the work of art against the intrusion of 
various sciences, while the interest of semiotics was directed towards for
mulating a stringent, scientific set of tools.

Against mimetic perceptualism, against expressionistic mentalism and 
against formalistic essentialism, semiotics posed the sign and the system. 
When the picture was understood as a language, it was liberated from the 
traditional restraints on the subject, the creative individual and the substance 
of the actual medium. The focus of interest was redirected to the function of 
the picture in the intersubjective exchange between people— in communi
cation.

Besides, semiotics could pride itself on being able to include elements 
from mimetic, expressionistic and formalistic theories of perception into its 
own doctrine. The representation could be understood as an iconic sign. 
True, the picture could not express emotions, but it could transmit them. 
The singular work of art could only be understood if it was related to a 
structure of a more general kind. Thus, semiotics could understand itself as 
a theory which had more explanatory capacity than its predecessors.

Semiotics also housed an important critique of ideology. This meant that 
art was de-mystified in a rather disrespectful manner, as semiotics did not 
care whether the work of art that was analyzed was an example of great art or 
not. The method did not pay attention to the cultural value inherent in its 
object. It was insignificant whether the product was made by a famous and 
established artist or a commercial advertising agency. The semiotic method 
was analytic, not evaluative. Loosely founded subjective opinions were dis
ciplined and brought into line by a critical approach that viewed the work of 
art as a construction with mechanisms that could be classified and analyzed 
very much like any other scientific object. The clinical approach was the 
ideal. Thus, semiotics challenged art’s claim to be a unique kind of discourse 
with a particular relation to truth. The semiotic eye did not recognize any 
privileged ontological standing in art. As linguistic competence was enough 
— something which practically everybody could have-—semiotics became a 
threat against the great artist, art critic and art historian mastermind.

But why change perspectives at all? What were the interests behind this 
change? Many factors could be put forth in this context.

One was of course the growth of cultural industry and the media commu
nity based on images. Next to language, the picture appeared to be the most
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important form of communication in the 1960s, when new forms of media, 
based on pictures, were established and pictures played a more important 
role in the old media. It was considered necessary to develop a school disci
pline which treated this range of issues.

Another factor was the professional interest. To view the picture as a 
language was thought to acknowledge the school subject as scientific and 
linguistic.

The semiotic construction of its scientific object rendered it in a speci
men of Galilean science, showing all its characteristics. Semiotics studies 
the general structures of language and the general laws that govern these 
structures. Linguistics had been recognized as a science by studying lan
guage according to these criteria. If an exact terminology and a stringent 
methodological study of general connections were introduced in the field of 
pictures, pictorial research could evolve from being fuzzy chit-chat into be
ing a science, and thus reap scientific recognition. This would also distin
guish it from contemporary art history— mapping individual facts and de
scribing them with emotive and sweeping flows of words.

If it was possible to isolate and describe the phenomenon of pictorial 
language, the discipline would be characterized by content, firmness and 
structure. If the attempt to show that the picture was a language consisting 
of rules and codes that function beyond the singular messages or if it was 
possible to hold forth to that which remained unchangeable in everything 
that was interchangeable, then the content of the discipline of the picture 
could be qualitatively decided. Such an operation would increase the status 
of the discipline, as it would be reminiscent of a language study and thus 
become a basic discipline— like Swedish, English, Maths— instead of as 
hitherto being viewed as a simple practical discipline.

In my view, the most important aspect of this doctrine of the picture as 
language—that which is really at the heart of the semiotic insistence on 
language and sign—is the fact that pictures are significant, and thus possi
ble to understand. To say that the picture is like a language is equivalent to 
saying that it is significant. The fact that language signifies does not mean 
that signification is given to language, or that it is more significant than 
other activities; to be meaningful is the very existence of language; without 
meaning it would not be a language.

This stress on the semantic dimension of the picture was, in my under
standing, polemically aimed at the “continuous negation of meaning” 
(Wellmer 1986, p. 64) that characterized modern art. This negation was ex
pressed very clearly in modern art’s questioning of the representational abil
ity of the picture. “Art represents nothing, it only represents itself,” can be 
understood as the highest principle of formal abstract painting. This ques
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tioning can be understood in relation to the establishment of art as an auton
omous sphere independent of society in general. Art existed for art’s sake, 
and it was only thus it could legitimate its own existence. This meant that 
the traditional meaningful contexts, that the church and court had represent
ed, were negated. Art was liberated, even from the demands of being mean
ingful. This was strengthened by the drive inherent in modern art of reject
ing and destroying all meaning that had been passed down, choosing instead 
that which was new and innovative. The picture lacked a formal structure of 
meaning, refused to take part in any meaningful context, and if it by chance 
would appear in any such context, it was quick to leave it.

Modernistic art can also be understood as a position that neither can nor 
has to formulate itself in words. Modernism in the visual arts involves a 
certain resistance to language. It is the discipline of the eye that only ac
knowledges the pure, silent presence of the work of art. In modern art there 
is “a will to silence” and “a defense against the intrusion of speech” as Ro
salind Krauss very poignantly puts it (Krauss 1985, p. 9). The modern work 
of art should avoid communication with any experience that is not inherent 
in the nature of the medium itself, as far as possible.

Seen against this background, it is not strange that semiotics’ implicit 
understanding that pictures were a language that communicated meaning 
was provocative to the self-understanding of modern art. To talk about pic
ture analysis and interpretation of pictures, in such a climate, must have 
been equivalent to swearing in church. The advocates of semiotics in Swe
den were consequently seen as enemies to art and were accused of “linguis
tic imperialism.”

Themes for research

The pictorial language paradigm has been very productive and has given 
birth to a number of themes for research.

The development o f a theory o f the picture as a language

The first theme concerns the development of a theory of the picture as a 
language. This is a theme or a problem generated by the theory itself, and 
there are mainly two issues that are brought forth and considered: How is 
the pictorial sign to be understood? How do we characterize the pictorial 
linguistic system?

Semiotics can be traced back to Ferdinand de Saussure and his theories 
of language. To Saussure, the sign was an association of expression and 
content, motivated conventionally and relationally by the system. The idea
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that nothing but differences exist in language, and that therefore it is a sys
tem of signs, has however been difficult to transpose to the field of pictures. 
This is because one of the most straightforward characteristics of pictures is 
the fact that they not only represent something else—as in verbal language— 
but they also look like that which they represent.

If the cornerstone of Saussure’s theory is the idea that the sign is arbi
trary, and only motivated by the system, it cannot be taken for granted that 
the sign is motivated by something else. If we would find differences based 
on positive terms— such as similarity— in language, this gives rise to the 
suspicion that the sign has come into being before the linguistic system and 
thus not from the system. This would entail that the system is redundant, 
and thus that the picture is not a system of signs and consequently not a 
language according to Saussure’s definition.

The notion that the picture somehow has a level of expression-—that it 
somehow resembles the “thing” represented and serves as the content of the 
picture— has understandably enough given rise to complications within the 
semiotic camp.

These complications can be approached in various ways:
One way is to launch a general attack on the category of resemblance, to 

deny it, and to claim, quite radically, that the picture cannot resemble that 
which it represents because there is no given world independent of our sign- 
systems against which we could try our representations. There is quite sim
ply nothing which the picture could resemble. The experience of realism in 
a picture is thus just a question of habit and imprinting, and a convention 
that is culturally relative.

Another way is to claim that even if pictures do resemble their subjects, 
these likenesses are based on a structure that is already coded and condi
tioned by culture—perception. Iconic signs reproduce some of our condi
tions of perception, but these are already coded. There are no non-coded 
visual messages, as perception is a received and coded operation. The pic
ture is more tied up with our mechanisms of perception than to explicit cul
tural habits, as is the case with a text.

A third way, and to me most interesting, is to question the ties between 
the art and pictorial sciences on the one hand, and the perception to which 
the category of likeness is traditionally associated on the other. The term 
sign is primarily a replacement for perception. The fact that perception has 
been given the central position that it has in picture theory, during the 20th 
century, is a historically relative phenomenon that is connected with an 
art theory formulated in the middle of the 19th century.

To think of the picture in terms of a sign entails a search for certain phe
nomena on the canvas and excluding others. That which we are brought up
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to look for, is not automatically given by perception, but by our conscious
ness looking for signs. The difference between looking at a text and looking 
at a picture is not to be found in our experience of the former as a sign and 
the latter as perception, but that we are fostered by conventions to see, search 
for and recognize certain characteristics of the two kinds of signs. In a text, 
we have been taught to recognize letters that form words and sentences. In a 
picture we have learnt to recognize figures, space, actions and happenings 
in lines, forms and colours. The act of recognition, awoken by the picture, 
has to be understood as a production, rather than as a perception of meaning. 
The viewing is an activity that transforms the material of the picture into 
meaning.

It is thus the preconceived consciousness of the picture as a sign that 
establishes likeness, and not the perceived likeness which establishes the 
pictorial sign. According to this view, it is a matter of convention when we 
look at the canvas and on this perceive figures, objects and acts.

The second theoretical problem that faces semiotics is whether pictures 
can be analysed in parts, parallel to an analysis of verbal language. In the 
dawn of pictorial semiotics, it was common to analyse pictures in parts, in 
analogy with the verbal language. These comparisons often turned out to be 
rewarding. It was shown that in pictures you could find non-meanings that 
could be combined in a specific way to create partial meanings, which in 
their turn could be combined to create larger structures of signification. 
Non-meanings such as colours, tones, shapes, lines, points, combined ac
cording to certain codes, created meaning or signs such as “nose,” “eye,” 
“tree,” that in their turn created signifying chains and complete oeuvres such 
as “Smiling woman sitting on a porch, with background landscape.”

In my opinion, the problems with the analogy between language and pic
ture arise when the observations are generalized in order to describe the 
supra-individual system-character. The colours, shapes, and lines that we 
could possibly describe as non-meaningful— parallel to the phonemes in 
verbal language— are not as distinct or finitely differentiated. In the picture 
we cannot isolate a limited number of distinct characters, as is the case with, 
e.g., the 28 letters of the Swedish alphabet, which in their turn can only be 
combined or exchanged in accordance with certain rules. Thus, we cannot 
argue that the picture is articulated at two levels in a predetermined fashion, 
as the two levels generally are impossible to distinguish, even though it has 
turned out to be possible in singular cases. A non-meaning, such as a yellow 
spot, may in another picture have a meaning as being a “reflection” on Mona 
Lisa’s nose. Pictures do not have anything resembling word classes that can 
only be combined and exchanged in accordance with certain grammatical 
rules. Thus, the picture is not a verbal system constructed in the same way
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as the verbal language or the phonetic script, even if a borrowed analytic 
scheme can find analogies in singular pictures.

The fact that the different levels in pictorial language are not pre-deter- 
mined has important consequences. In languages that are more well-defined, 
you distinguish between material, formal and semantic aspects. Language 
functions on all these levels: as a phenomenon of the senses, as a relational 
form-structure (grammar) and as a carrier of meaning. Because the picture 
is not founded on a limited amount of well defined basic elements compara
ble to the letters, fixated sentence-entities comparable to words and formal 
rules governing the combination of words, grammar, the creation of signs 
and meaning may take place, but it does not have to take place at several 
different levels. In a picture, the characteristics of the chosen material and 
the qualities that the picture has in and by itself, independent of what it 
represents, are significant. To view the picture as a sign-system, completely 
dominated by its representational element, is equivalent to isolating and 
stressing only one of its elements in the totality of codes, rhetorical strata
gems, techniques, competencies and stylistic devices that it consists of. The 
colour, the coding of light into tones, the texture, the focus, the print tech
nique, and so forth, all make up or may make up meaningful elements that 
must be deciphered in their interplay within specific visual configurations 
with the utmost care.

Theories, methods and projects fo r  interpretation o f pictures

The second theme deals with analysis and interpretation of pictures. If 
the image is a langauge, it has a meaning that is possible to understand. But 
the understandning is not given in any immediate or unmediated way. Mean
ing has to be excavated through analysis and interpretation—to do so, we 
need theories and methods.

Inspired not only by Saussure, but also by Roland Barthes, Umberto Eco 
and Roman Jakobson, Gert Z Nordström has developed models of analysis 
with a semiotic perspective, working with key concepts such as syntagm/ 
paradigm, denotation/connotation, context and the functions of pictorial lan
guage.1

This method, or methods, is founded on the notion that a picture is not 
only accessible to understanding through the agency of that which is visible, 
present or identifiable in the picture at hand, but also through alternative 
possibilities or signs that are absent or hidden, implied or repressed, in the 
picture, but still avaliable through a process of association. This implies two 
fields of study.

On the one hand is an analysis of the manifest, present structure of how the
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picture is constructed. This is achieved through a description of single signs 
and important sign-chains in two regions: figurative signs that concern rec
ognition and identification of people, things etc., and spatial or plastic signs 
that concern form, construction, the representation of space, likenesses, etc.

On the other hand is an investigation and a bringing to consciousness of 
the latent, absent structure of the picture. Here, we need to study connota
tions, that is, the cultural associations or social representations that the pic
ture relies on in order to be able to communicate at all. Further, the conven
tional meanings of symbols and allegories, the presence of archetypes and 
other deep-psychological phenomena, as well as hidden prejudices concern
ing gender, race or class.

This method also stresses the importance of expanding the work of anal
ysis and interpretation by bringing related or polarized material to bear on 
the study. In comparing similarities and dissimilarities between pictures on 
all possible levels, the pictures will throw a revealing light on each other, 
and the codes and conventions that go into the construction of the picture at 
hand will become even more apparent.

Finally, this method points to the need to arrive at conclusions in the 
analysis by limiting the spread of meaning, and to ask whether the picture 
really has one consistent meaning. Therefore, we need to study the imme
diate context of the picture, i.e. the elements present in the transmitter- 
receiver-context and to decide the dominant lingustic function: expressive, 
informative or poetic.

New pedagogical theories, methods and projects
To think about the picture as a language has had important pedagogical 

consequences. First of all, the semantic dimension of the picture appears in 
pictorial and art pedagogical teacher training. Before the paradigm of picto
rial language, art education primarily dealt with two fields:
• knowledge of materials and techniques, and
• knowledge of form and relations between forms.

With the pictorial language paradigm, a third level appears, namely:
• the semantic dimension of the picture.

Henceforth, pictorial and art pedagogic activity have dealt with three lev
els of study:
• material, that is “in what,”
• form relations, that is “how,”
• messages (theme, content), that is “what,” 

including the study of how these three are related.
The addition of the third level has, among other things, led to the estab
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lishment of various thematic approaches and the development of project- 
methods. These are characterized by their starting from the content, not from 
material or form, and also by not limiting themselves to traditional contents 
of art.

Second, at the University College of Arts, Crafts and Design we talk 
about different traditions of art education: the tradition of drawing (teckn- 
ingstraditionen), the tradition of free creative activity (fritt skapande tradi
tionen) and the tradition of pictorial language (bildspråkstraditionen). The 
first tradition focuses on the object, that is the motif, and the perfect depic
tion is the aim and the development of the instrumental skill to capture it is 
the means. The second tradition focuses on the creative subject and under
stands the production of pictures as a means for this subject’s free develop
ment. The tradition of pictorial language neither focuses on the relation be
tween the picture and its motif, nor the relation between the picture and its 
creator, but on pictures as a relation between human beings. In this tradition 
neither the objective nor the subjective is stressed, but the intersubjective 
relation.

If the drawing tradition is legitimated in terms of training skills, and the 
free creative activity tradition is legitimated in terms of the child’s free 
growth, then the pictorial tradition is legitimated in terms of obtaining pic
torial language competence.

This of course has enormous conseqences for the content and methods of 
art education and art educational research, too far reaching to be framed by 
this paper.

Note
1. For further reading, see Nordström (ed.)(1996), pages 13-56.
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Swedish Researchers and Research Students

Adelsten, Nils, Art History, Lund: Art appreciation, visual semiotics 
Ahlner Malmström, Elisabeth, Education, Lund: Children’s drawings 
Alexandersson, Mikael, Ph.D. in Education, Gothenburg: Development 

work, the creative process 
Almgren, Anders, Ph.D. in Art History, Uppsala: Children’s drawings, spa

tial representation
Aronsson, Karin, Ph.D., Professor of Child Studies, Linköping: Cultural 

comparative studies, children’s drawings 
Backman, Jarl, Ph.D. in Psychology, Umeå: Evaluation, cognitive psychol

ogy
Becker, Karin, Ph.D., Professor of Art Education, Stockholm: Photo, visual 

culture
Bendroth Karlsson, Marie, Ph.D. in Child Studies, Linköping: Preschool 

and primary school, discourse analysis 
Berefelt, Gunnar, Ph.D., Professor Emeritus of Art History & Director of 

the Centre for the Study of Child Culture, Stockholm: Child culture, chil
dren’s drawings

Berg-Marklund, Maria, Art History, Lund: Philosophy of art education 
Eklund, Stig, Art Education, Umeå: Evaluation, cognition, history of visual 

arts education
Eisner, Catharina, Ph.D. in Art History, Stockholm: Art criticism, children’s 

drawings
Frost, Ulla, Ph.D. in Art History, Stockholm: Models and methods, 19th 

century education
Hasselberg, Kersti, Education, Stockholm: Children’s drawings, attitudes 

towards school
Henriksson, Widar, Ph.D. in Psychology, Umeå: Evaluation 
Holmberg, Lena, Ph.D. in Education, Malmö: Evaluation 
Johanneson, Lena, Ph.D., Professor of Communication, Linköping: Mass 

distributed pictures 
Karlsson, Kenneth, Aesthetics, Uppsala: Philosophy of art, semiotics 
Lind, Ulla, Education, Stockholm: Evaluation, children’s drawings, attitudes 

towards school
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Lindberg, Anna Lena, Ph.D. in Art History, Lund: Museum education, fem
inist art criticism

Linder, Anders, Education, Stockholm: Children’s graphic strategies, rep
resentation

Lindgren, Bengt, Education, Gothenburg: Children’s drawings, semiotics 
Lindström, Lars, Ph.D. in Education, Stockholm: Evaluation, children’s 

drawings
Löfstedt, Ulla, Education, Gothenburg: Preschool children, qualitative meth

ods
Marner, Anders, Art History, Umeå: Photo, postmodernism, art education 
Nordström, Gert Z, Professor Emeritus of Art Education, Stockholm: Pic

ture analysis, progressive education 
Pettersson, Rune, Ph.D. in Information Science, Director of Research, Es

kilstuna: Information design 
Pettersson, Sten, Ph.D. in Education, Stockholm: Classroom studies, evalu

ation
Sandström, Sven, Ph.D., Professor Emeritus of Art History, Lund: Psychol

ogy of art, sociology of art 
Simonsson, Maria, Child Studies, Linköping: Reception, book illustrations 
Skoog, Eva, Education, Linköping: Preschool children 
Sparrman, Anna, Child Studies, Linköping: The creative process, children’s 

drawings
Stigbrand, Karin, Ph.D. in Education, Stockholm: Media education 
Söderberg, Ragnhild, Ph.D., Professor of Linguistics, Lund: Children’s 

metaphors and drawings 
Ulriksson, Leif, Education, Jönköping: Evaluation, children’s drawings 
Wetterholm, Hans, Education, Malmö: Action research, children’s draw

ings
Åsén, Gunnar, Ph.D., Part-Time Professor of Art Education, Stockholm: 

History of art education, classroom studies, evaluation
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Swedish Studies in Visual Arts Education 
A Bibliography

Doctoral Theses
Anders Almgren, Die umgekehrte Perspektive und die Fluchtachsenperspektive 

(The Inverted Perspective and the Vanishing-Axis Perspective) (Uppsala Uni
versity, Uppsala Studies in the History of Art, Nova Series, No. 8, 1971).

Sven Andersson, Social Scaling and Children’s Graphic Strategies: A Compara
tive Study o f  Children's Drawings in Three Cultures (Linköping University, 
Linköping Studies in Arts and Science, No. 118, 1994).

Marie Bendroth Karlsson, Bildprojekt i förskola och skola -  estetisk verksamhet 
och pedagogiska dilemman (Visual Arts Projects in Preschool and School: Aes- 
thetical Activity and Educational Dilemmas) (Linköping University, Linköping 
Studies in Arts and Science, No. 150, 1996).

Ulla Frost, Förlagor och Teckningsläror (Teaching Methods in Elementary Draw
ing) (Stockholm University, Department of Art History, 1988).

Anna Lena Lindberg, Konstpedagogikens dilemma -  historiska rötter och moderna 
strategier (The Dilemma of Art Education: Historical Roots and Modem Strat
egies) (Lund University Press, Lund Studies in Art History, No. 2, 1988).

Sten Pettersson and Gunnar Åsén, Bildundervisningen och det pedagogiska rum
met (Visual Arts Education in the Classroom and the Field of Education) (Stock
holm Institute of Education, Department of Educational Research, 1989).

Karin Stigbrand, Mediekunskap i skolan -  en studie av massmedieundervisningens 
ABC  (Media in the School: A Study of the ABC of Media Education) (Stock
holm University, Department of Education, Utvecklingspyskologiska seminari
ets skriftserie, No. 31, 1989).

The Centre for the Study of Child Culture
This selection of studies made in connection with the Centrum för Barnkultur- 
forskning (CBK) (Centre for the Study of Child Culture) is collected by its director, 
Gunnar Berefelt.

Anna Heideken, Förskolebarn ritar profil, hus och kub (Stockholm University, 
Skrifter från CBK, No. 4, 1983).

Yoon Yeh-Sook, Direction and Sequence in Children’s Copying (Stockholm Uni
versity, Skrifter från CBK, No. 5, 1983).
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Anna Heideken, Kreativitet och det förutsebara  (Stockholm University, Skrifter 
från CBK, No. 6, 1985).

Anna Heideken (Ed.), Barns bildskapande (Stockholm University, Skrifter från 
CBK, No. 8, 1987).

Ragnhild Söderberg, Från berättelse till bild -  en fem åring läser och tecknar 
(Stockholm University, Skrifter från CBK, No. 16,1991).

Anna Näslund, Vad är meningen med bilden ? En studie av hur förskolebarn kopie
rar föreställande och icke föreställande figurer  (Stockholm University, Skrifter 
från CBK, No. 23, 1994).

Gunnar Berefelt (Ed.), Barn och bild (Stockholm: Almqvist & Wiksell, 1971,1977).

Gunnar Berefelt, “Barnens bilder,” in: S. Lindström, G. Berefelt & A. L. Wik- 
Thorsell, Livets träd -  världen sedd genom barnets öga (Stockholm: Rabén & 
Sjögren, 1978), 46-83.

Gunnar Berefelt, “Sex Differences in Scribbles of Toddlers: Graphic Activity of 
18-Month-Old Children,” Scandinavian Journal o f Educational Research, 1987, 
31,23-30.

Gunnar Berefelt (Ed.), Studier kring barn och bildpsykologi (Stockholm Universi
ty, Skrifter från CBK, No. 14, 1989).

Gunnar Berefelt, “Bams bilder förr i världen -  några exempel,” in: Ur barndomens 
historia (Stockholm University, Skrifter från CBK, No. 25,1995), 63-89.

The Department of Art Education, Stockholm
This selection is adapted by the staff of the Department of Art Education at the
University College of Arts, Crafts and Design in Stockholm, in 1998.

Gert Z Nordstrom & Christer Romilsson, Bilden, skolan och samhället (Aldus Bon
niers 1970) Översatt till norska 1972 och 1978.

G. Hansson, J. Öqvist & H. Hansson, Idolen -  en bok om bilder (Gebers 1970)

L. Hägg et al., Bilden som språk (Utbildningsförlaget 1972)

Gert Aspelinet et al., Bildanalys (Gidlunds 1973)
Lars Peterson, Seriernas värld (Gidlunds 1974)

H. Hansson, S-G. Karlsson & G.Z. Nordström, Bild och Form  (Skolförlaget 1974) 
Översatt till danska 1981.

Ronny Ambjörnsson et al., Bilderbok -  från  Altamira till Texaco Grand Prix (Gid
lunds 1975)

Gert Z Nordström, Kreativitet och medvetenhet -  den polariserande pedagogikens 
grunder (Gidlunds 1975) Översatt till danska 1979.

G.Z. Nordström, K-O. Björk, B. Eneroth & H. Karlewski, Bild och myt (Gidlunds 
1976)

Torsten Bergmark et al., Den åldrande modernismen (Gidlunds 1977)
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B. Heurling (Ed.), Bilden i tiden (Kulturrådet/Liber 1978)
Peter Cornell m.fl., Innanför och utanför modernismen (Gidlunds 1979)

G Z Nordström, K-O Björk & B. Eneroth, Stockholms blodbad (Cikada 1979) 

Peter Cornell, Den hemliga källan (Gidlunds 1981)

G Z Nordström, J. Nordström & M. Nordström, Fotboll är vårt spel -  publiken, 
laget, dramatiken och massmedia (Cikada 1981)

Kersti Hasselberg, Ämnesanalyser fö r  gymnasieskolan, Del 6: Bild och teckning 
(Utbildningsdepartementet DsU 1981:18)

Hasse Hansson (Ed.), Bildspråket i skolan (Liber Utbildningsförlaget 1982)

H. Hansson & B. Qvarsell, En skola fö r  barn (Liber 1983)

Gert Z Nordström, Lärarhandledning -  projekt i grundskolan (Skolförlaget 1983) 

Gert Z Nordström, Bildspråk och bildanalys (Prisma 1984)

P. Cornell, S. Dunér, T. Millroth, G Z Nordström & Ö. Roth-Lindberg, Bildanalys 
-  teorier, metoder, begrepp (Gidlunds 1985, andra upplagan med appendix 
1988)

Gert Z Nordström, Påverkan genom bilder -  en studie om olika bilders påverkansef- 
fekter  (Psykologiskt försvar, no. 133, 1988)

P. Bohlin-Brundin, K. Hasselberg & B-M. Kiihlhom, Lärobok i bild (Natur och 
Kultur 1989)

Gert Z Nordström, Bilden i det postmoderna samhället -  konstbild, massbild, barn
bild (Carlssons 1989)

R. Ask & A. Ekblom (Ed.), Jubileumsskriften, Metodikveckan (Institutionen för 
Bildpedagogik, Konstfack 1989)

H. Hansson, G.Z. Nordström, K. Pedersen & O. Stafseng, Barns bildspråk—Chil
dren’s Pictorial Language (Carlssons 1991)

Sten Dunér, Bilden och det verkliga. Om konst, filosofi och trädgårdar (Gidlunds 
1991)

L. Andersson & G.Z. Nordström, Reklamfilm  -  en analys av fyra  film er  (Konsu
mentverket 1991)

H. Hansson, S-G. Karlsson & G.Z. Nordström, Bildspråkets grunder -  om konst, 
film/TV, reklam, nyheter, barn/ungdomskultur (Almqvist & Wiksell 1992)

U. Lind, K. Hasselberg & B-M. Kiihlhom (Ed.), Tidsbilder—perspektiv på skola 
och bildskapande under 150 år (Utbildningsradions förlag 1992) Trans. Into 
English 1997: Shifting Images—150 Years o f  Teaching Art in School (Univer
sity College of Arts, Crafts and Design, School of Art Education, Stockholm) 

Peter Cornell, Saker. Om tingens synlighet (Gidlunds 1993)

K. Hasselberg & U. Lind (Ed.), Bildforskning och konstnärligt utvecklingsarbete. 
Rapport från ett symposium på Konstfack 17-18 mars 1994 (Institutionen för 
Bildpedagogik, Konstfack 1994)

U lf Klarén, Vad färg  är (HLS Förlag 1996)
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Gert Z Nordström (Ed.), Rum Relation Retorik -  ett projekt om bildteori och bild
analys i det postmoderna samhället (Carlssons 1996)

G.Z Nordström, B-M. Kiihlhom & T. Marthinsen, Estonia. Bilder av en katastrof 
(Psykologiskt försvar, report 168-4, 1996)

Bengt Lindgren (Ed.), GZN. 45 år med Gert Z Nordström  -  bilder och artiklar. 
Konstnärer och kritiker, forskare och lärare ställer frågor  (Carlssons 1996)

Master theses from 1994 onwards

Keith Chirgwin, IN  MEMORIAM Rapporten till ett konstnärligt utvecklingsarbete 

Fride Ek, Vad några gymnasieflickors videofilmer kan berätta 

Birgitta Fältström, Bilden som metafor
Kersti Hasselberg, Synliga och osynliga bilder -  analys av rum, relation och retorik 

i elevers bilder av skolan Del II och V 

Britt-Marie Kiihlhom, Synliga och osynliga bilder -  analys av rum, relation och 
retorik i elevers bilder av skolan Del III 

Ulla Lind, Synliga och osynliga bilder-analys av rum, relation och retorik i elevers 
bilder av skolan Del I och IV 

Barbro Hegen, Bayeuxtapeten som bildspråkligt exempel 
Lena Jönsson, Skoltiden -  Elevers bilder av tidens betydelse i skolan 
Kenneth Karlsson, Från Saussure till Ricoeur -  en kritisk studie om hur och vad i 

bildspråket 
Bengt Lindgren, Bild och grammatik
Staffan Lövgren, Bildtolkning med video -  att tolka bilder med rörlig bild

The Department of Art Education, Umeå
Since 1980, the Department of Art Education at Umeå University has been publish
ing a series of reports on research and development work in the visual arts. These 
are the reports published until 1998 (proceedings from conferences for art teachers 
have been excluded).

Stig Eklund, Studier i teckningsundervisningens historia (Report series, No. 1, 
1980).

Stig Eklund & Jarl Backman, Kartläggning av förberedande konstnärlig utbildning 
(Report series, No. 2, 1983).

Tore Jansson, Verksamhetsvärdering av bildlärarutbildningen i Umeå (Report se
ries, No. 3, 1984).

Bildlärarinstitutionen och Svenska Bildlärarsällskapet, Datorbild och undervisning 
i bild (Report series, No. 4, 1987).

Bildlärarinstitutionen, Datorgrafik i lärarutbildning och skola (Report series, No. 
5, 1987).
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Mats Ahnlund & Gull-Mari Rosén, Bäckefors -  bruksmiljö i Dalsland. Erfaren
heter kring projektorganiserad ochforskningsinriktad undervisning (Report se
ries, No. 6, 1987).

Jarl Backman, Torbjörn Berg & Thomas Sigurdsson, Grundskoleelevers produk
tion och reception av bilder (Report series, No. 7, 1988).

Jarl Backman & Stig Eklund, Bilden i det kognitiva systemet (Report series, No. 8, 
1988).

Stig Eklund, Bedömning av kunskaper och färdigheter i bild, årskurs 2. Del av en 
nationell utvärdering av grundskolan 1989 (Report series, No. 10,1990).

Stig Eklund, Bildundervisningens betingelser, bildanalys och bildframställning 
(New report series, No. 1, 1993)

Widar Henriksson & Stig Eklund, Bilduppfattning -  granskning av en mätproce- 
durs resultat (New report series, No. 3, 1995).

Stig Eklund, Bildpedagogiska samtal -  några lärdas syn på grundskolans obliga
toriska bildundervisning (Umeå Universitet, Pedagogiska institutionen, C-upp- 
sats, 1996).

Anders Mamer (Ed.), Rapport från  CD-semiotiskt. Semiotik och moderna medier i 
bildämnet (New report series, No. 6, 1997).

The Stockholm Institute of Education
This is a selection of studies made at the Stockholm Institute of Education, the
Department of Education and the Department of Child and Youth Studies.

Lars-Olof Jiveskog, Sten Pettersson & Gunnar Åsén, Kommunikation och kreati
vitet. Bakgrund och utgångspunkter fö r  ett studium av skolämnena musik och 
teckning. (Report from the Research Group on Curriculum Theory and Cultural 
Reproduction, No. 2,1978.)

Lars-Olof Jiveskog, Sten Pettersson & Gunnar Åsén, Lärare om teckning och musik 
i grundskolan. (Report from the Research Group on Curriculum Theory and 
Cultural Reproduction, No. 4,1978.)

Lars-Olof Jiveskog, Sten Pettersson & Gunnar Asén, Constraints and Codes in a 
Context of Art Teaching. In U.P. Lundgren & S. Pettersson (Eds.) Code, Con
text and Curriculum Process. (Studies in Curriculum Theory and Cultural Re
production, No. 3; Stockholm: Liber, 1979.)

Donald Broady, Teckningslärarutbildningen och teckningsämnet under sextiotalet. 
Material till en professionsanalys. (Report from the Research Group on Curric
ulum Theory and Cultural Reproduction, 1979; Mimeo.)

Lars-Olof Jiveskog, Sten Pettersson & Gunnar Åsén, Teckningslärarutbildningens 
forskningsanknytning. En utredning på uppdrag av teckningslärarlinjen vid 
HLS/Konstfackskolan. (Survey material from the Research Group on Curricu
lum Theory and Cultural Reproduction, No. 1,1980.)
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Lars-Olof Jiveskog, Sten Pettersson & Gunnar Åsén, Teckningsämnets innehåll 
och teckningsundervisningen. In: U.P. Lundgren m fl (Eds.) Innehållsrelaterad 
pedagogisk forskning. En konferensrapport. (Report from the Research Group 
on Curriculum Theory and Cultural Reproduction, No. 14,1981.)

Gunnar Åsén, Från avbildning till fr itt skapande. En analys av psykologins in
flytande på teckningsämnets utveckling. (Report from the Research Group on 
Curriculum Theory and Cultural Reproduction, 1972; Mimeo.)

Sten Pettersson & Gunnar Åsén, Pedagogisk forskning kring bildämnet i Sverige -  
några erfarenheter från KROK-projektets arbete. In: Barns bilder i barns ver- 
den. (Rapport fra ett nordisk seminar. Landslaget Forming i Skolen og Nansen- 
skolen, Lillehammer, 1982.)

Sten Pettersson & Gunnar Åsén, Från sommarkurs till skolarbete. En uppföljn
ingsstudie av en nordisk kurs fö r  bildlärare. (Report from the Research Group 
on Curriculum Theory and Cultural Reproduction, No. 18, 1982.)

Gunilla Dahlberg, Sten Pettersson & Gunnar Åsén, Pedagogik och föreställningar 
om omvärlden. In: B. Bernstein & U.P. Lundgren (Eds.) Makt, kontroll och ped
agogik. Studier av den kulturella reproduktionen. (Lund: Liber, 1983.)

Sten Pettersson & Gunnar Åsén, On Art Education and the Teaching Process / Sur 
Tenseignement de dessin et la processus d ’enseignement dans 1’ecole primaire 
et secondaire. Paper prepared for the international conference Le fonctionne- 
ment de 1’enfant å 1’école, Poiters, June 17-19,1987.

Sten Pettersson & Gunnar Åsén, Bildundervisningen och det pedagogiska rummet. 
(See Doctoral Theses.)

Gunnar Åsén, Från linearritning till bild. In: K. Hasselberg m fl (Eds.) Tidsbilder. 
Perspektiv på skola och bildskapande under 150 år. (Stockholm: Utbildningsra
dion, 1992.)

Kersti Hasselberg, Ulla Lind & Gunnar Åsén, Elevers bilder som kunskapskälla, 
Didactica Minima 38, 1996, 44-60.

Ulla Lind & Gunnar Åsén; “Det kan bli lite tråkigt ib land...” Elevers bilder av 
skolan som pedagogiskt rum och social arena, Praxis, No. 3 1996.

Reports from national evaluations
National Evaluation 1989: Grade 2

S. Eklund, Bedömning av kunskaper och färdigheter i bild, årskurs 2. Del av en 
nationell utvärdering av grundskolan (Umeå Universitet, Institutionen för bild
lärarutbildning, Report No. 10,1990).

I. Häggström & I. Lundberg, Läsning, skrivning och bild i åk 2. En deskriptiv 
redovisning av kunskaps- och färdighetsbedömning april -  maj 1989 (Umeå 
Universitet, Psykologiska institutionen, 1990).
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National Evaluation 1992: Grade 5

L. Holmberg, Utvärdering av bild och svenska i årskurs 5. Bakgrund och konstruk
tion av instrument (Bild och svenska 5. Report 1.) (Lärarhögskolan i Malmö, 
Institutionen för pedagogik och specialmetodik, Pedagogisk-psykologiska prob
lem, No. 509, 1989).

L. Holmberg, Utprövning av instrument fö r  utvärdering av bild och svenska i åk 5 
(Bild och svenska 5. Report 2.) (Lärarhögskolan i Malmö, Institutionen för ped
agogik och specialmetodik, Pedagogisk-psykologiska problem, No. 511,1989).

L. Holmberg, Lärares åsikter om instrument i bild och svenska fö r  årskurs 5 (Bild 
och svenska 5. Report 4.) (Lärarhögskolan i Malmö, Institutionen för pedagogik 
och specialmetodik, Pedagogisk-psykologiska problem, No. 521,1989).

L. Holmberg, Undervisningen i bild och svenska i åk 5 enligt lärar- och elevenkäter 
(Bild och svenska 5. Report 6.) (Högskolan i Kalmar, Institutionen för 
lärarutbildning, Report D 1990:1).

L. Holmberg, Elevers kunskaper och färdigheter i bild och svenska i åk 5 (Bild och 
svenska 5. Report 7.) (Högskolan i Kalmar, Institutionen för lärarutbildning, 
Report D 1990:2).

L. Holmberg, Instrument fö r  kunskaps- och färdighetsbedömning av bild och svens
ka i åk 5 inom det nationella programmet fö r  utvärdering (Bild och svenska 5. 
Report 8.) (Lärarhögskolan i Malmö, Institutionen för pedagogik och special
metodik, Testkonstruktion och testdata, No. 46, 1990).

L. Holmberg, Förutsättningar fö r  bildundervisning (I ): En studie av klasser inom 
NU-projektet som lyckats i sin bildframställning (Bild och svenska 5. Report 9.) 
(Högskolan i Kalmar, Institutionen för lärarutbildning, Report D 1990:3).

L. Holmberg, E. Lindell & H. Wetterholm, Glimtar från  den nationella utvärde
ringen. Artiklar om bild och svenska i åk 5 (Lärarhögskolan i Malmö, Institutio
nen för pedagogik och specialmetodik, Särtryck och småtryck, No. 714, 1990).

B. Ragnerstam, “Några reflexioner angående den nationella utvärderingen och 
bildundervisningens frågor,” in: G. Svingby (Ed.) Bild, svenska, omvärldskun- 
skap: SO (Göteborgs universitet, Institutionen för pedagogik, Report 1990:14).

H. Wetterholm, Bildämnet på låg- och mellanstadiet i läroplaner, teori och praxis 
(Bild och svenska 5. Report 11.) (Högskolan i Kalmar, Institutionen för lärarut
bildning, Report D 1991:1).

L. Holmberg, Förutsättningar fö r  bildundervisning (2): Multivariata studier av 
lärares och elevers attityder till bild- och svenskämnena (Bild och svenska 5. 
Report 12.) (Högskolan i Kalmar, Institutionen för lärarutbildning, Report D 
1991:2).

L. Holmberg, Art and Swedish in grade 5 within the National Evaluation o f  Swed
ish Schools 1989 (Art and Swedish. Report 13.) (University College of Kalmar, 
Department of Teacher Education, Report D 1991:3).

H. Wetterholm, Barn gör bilder. En delstudie inom NU-projektet i åk 5 (Bild och 
svenska 5. Report 16.) (Högskolan i Kalmar, Institutionen för lärarutbildning, 
Report D 1991:6).
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L. Truedsson: Vad lär de sig i skolan? Resultat från  en nationell utvärdering av 
skolan. (SÖ-rapportR90:47) (Skolöverstyrelsen).

National Evaluation 1992: Grade 9

S. Eklund, J. Backman & W. Henriksson, Bildundervisningens betingelser, bild
analys och bildframställning. Del av Skolverkets nationella utvärdering av 
grundskolans årskurs 9 våren 1992 (Umeå Universitet, Institutionen för estetis
ka ämnen i lärarutbildningarna, Report No. 1, 1993).

Skolverket, Bild. Huvudrapport i den nationella utvärderingen av grundskolan 
våren 1992 (Report No. 22. Stockholm: Liber, 1993).

Skolverket, Bilden av skolan 1993. Förjupad anslagsframställning 1994/95 -1 9 9 6 /  
7 (Stockholm 1993) (On Pictorial Studies: pp. 21-22).

Skolverket, Vad kan vi lära av NU? Den nationella utvärderingen av grundskolan 
våren 1992 (Report No. 28. Stockholm: Liber, 1993) (On Pictorial Studies e.g. 
pp. 54-57).

W. Henriksson & S. Eklund, Bild. En andra rapport i den nationella utvärderingen 
av grundskolan våren 1992 (Umeå Universitet, Institutionen för estetiska äm- 
nen/Pedagogiska institutionen, 1995).

W. Henriksson & S. Eklund, Bilduppfattning. Granskning av en mätprocedur samt 
ämnesteoretisk värdering av procedurens resultat (Umeå Universitet, Lärar
utbildningen, Institutionen förestetiska ämnen, Report No. 3, 1995).

The Creative Process and Portfolios
These studies by Lars Lindström at the Stockholm Institute of Education, Depart
ment of Visual Arts, Drama, Physical Education and Music, are connected to a
project called the Portfolio Assessment of Studio Work in the Visual Arts that will
become a part of the 1998 Swedish national evaluation.

“Bildpedagogisk forskning i USA: Harvard Project Zero,” Bild i skolan, No. 3 1989, 
8 - 12 .

“Utvärdering inom konst och humaniora,” Forskning om utbildning, No. 3 1990, 
47-52.

“Konstens roll i skolan. Goodman, Gardner och Project Zero,” Bild i skolan, No. 4 
1991,25-30.

“Processinriktad utvärdering och bedömning,” Forskning om utbildning, No. 3 
1992, 34-44.

“Den skapande processen,” Bild i skolan, No. 1 1993, 11-16.
“Jaguaren, Hulken och Per,” Bild i skolan, No. 2 1993, 12-19.
“Lasses fåglar och barns serier,” Bild i skolan, No. 3 1993, 15-25.

“Konsten som kunskapsväg,” Didactica Minima 29, 1994, 21-33.
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o f A rt and Design Education, 1994,73, 189-201.

Portfölj metodik i estetiska ämnen. Paper presented at the Nordic Educational Re
search Association Congress in Vasa, 10-13 March, 1994, 30 pp.

“Budskap i bams bilder,” Bild i skolan, No. 2 1995, 35-43.
“Ger bildundervisning resultat?” Bild i skolan, No. 4 1995, 33-37.

“Konst för nyfikna,” in: K. Nordenfalk (Ed.) Barns bilder -  och solen lyste blå. 
Stockholm: Berghs Förlag, 1996, 80-87.

“Portföljmetodik,” Bildforum, No. 1 1996,22-23.

Portföljen som examinationsform. Ett socialt-konstruktivistiskt utvecklingsarbete 
inom lärarutbildningen. Stockholm Institute of Education, Centre for Curricu
lum Studies and Didactics. (Häften för Didaktiska Studier 64)

“Bildämnet i dag och inför framtiden,” Bild i skolan, No. 4 1997, 17-22.
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Liv Merete Nielsen

Research Programs 
for the Reflective Practitioner

Recently, the Oslo School o f Architecture (AHO) and Bergen Uni
versity, Department o f Art History, opened their doctoral programs fo r  
the ”reflective practitioner, ” i.e. artists, teacher trainers, and art teach
ers. Liv Merete Nielsen, a research student at the AHO, describes the 
favourable conditions fo r  the fine arts and arts education in Norway at 
the moment. She hopes that a new generation o f  researchers will break 
fresh ground.

In Norway, research in the field of art and visual arts education has until 
very recently been inadequate, in that only candidates having a theoretical 
background in art history, psychology, sociology or education were permit
ted to enter doctoral programs. A barrier has now been broken: Two pro
grams have been opened to artists, teacher trainers and art teachers, so that 
reflective practitioners may conduct research at a high level in their own 
particular field of study. This represents an important change in the area of 
research in visual arts education in our country.

This change takes place along with many other innovations —  all of 
which prepare the ground for an enhancement of arts and arts education in 
Norway. What has made these changes possible? And why have these 
changes not come about earlier? If we revert to some political documents 
and the development of art education, we may find some answers.

The political climate for educational strategies has been recorded, among 
other places, in a Royal Commission Report on Higher Education from 1988 
(Norsk Offentlig Utredning 1988). It suggests that as we approach the year 
2000, Norway should support a policy that would let her export “know
how.” In order to reach that goal our country would have to draw more on its 
population’s talents and obtain a greater return from every coin spent on 
education.

This proposal could generate very unfortunate political signals that might 
curb all support for art and cultural subjects. However, Ase Kleveland, dur
ing her time as Norway’s Minister of Culture, has fought for the arts through 
times when efficiency and quality were the main foci in education. Her De
partment of Culture published a report in 1992, “Culture in our time” (Kul-
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turdepartementet 1992), which paved the way for an invigoration of the vis
ual arts and visual arts education. The departments of culture and education 
have also worked out a common plan of action, calculated to turn visions 
into reality. In this plan, called “The Bridge and the Blue Horse,”1 concrete 
endeavors, such as bringing artists into the primary schools, are proposed. 
Also, the government has recently elevated the primary school subject “Art 
and crafts”2 to a position of national focus for four years, from 1996 to 2000. 
(The name of the subject in primary school was changed from Forming to 
“Art and Crafts” in the autumn of 1997.)

However, generating great plans is one thing; implementing them is an
other. Do more pupils elect visual arts in school? Yes, they do. In high 
school, where the pupils can select their areas of study, we find an enormous 
increase in the number of pupils taking classes in visual arts with an empha
sis on drawing. The pupils are not choosing textile arts or woodwork as they 
did earlier.

What has caused the political climate to turn and encourage the enhance
ment of visual arts and cultural subjects? Some think that the influence of 
the Olympic games in Lillehammer in 1994 was an important stimulus for 
developing cultural identity through art, craft and design. Perhaps there is a 
silently growing hunger for visual quality as opposed to cultural banality. 
We cannot point to any important research report that has argued very con
vincingly for the importance of art to our society either. The only larger 
evaluation study in 1995 showed an unsatisfactory situation for the visual 
arts in primary school.

The advancement of research in art and arts education on a doctoral lev
el must be regarded in light of these concrete cultural-political priorities. As 
mentioned before, the doctoral level has only recently been opened to can
didates in fine arts and arts education. But starting work on the doctoral 
level now does not mean having to start from scratch. There is a great deal 
of research being done in Art History, Education, Sociology and Psycholo
gy, giving valuable contributions to the research work in visual arts educa
tion.

But since the university tradition of research is theoretical, and since art 
is practical work, we find here great differences and great challenges. Im
portant experience has already been gained by research done on the Mas
ter’s level in “Forming” and “Art and Crafts,” where applied artwork is 
included.

The Master’s program in “Art and Crafts” has been given at the National 
College of Art and Crafts in Oslo and Bergen since 1986. It has largely 
consisted of practical work in art or crafts with a report describing what has 
been done.
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The College of Oslo, Department of Aesthetics, and the College of Tele
mark have produced Masters of Forming since 1976. Forming is a mixture 
of art and crafts, and until the autumn of 1997 it was the name of the subject 
in primary school. Here I will focus on the visual arts.

During the period from 1976 to 1996, 278 students have earned their 
Master’s degrees in Forming (140 from Telemark and 138 from Oslo). Of 
these Master’s theses, approximately 35 percent are related to visual arts 
education. The thesis in Forming must encompass an applied aesthetic ac
tivity, a theoretical approach and art didactics. The student may choose to 
emphasize, besides art didactics: 1) mainly applied aesthetic activity, with a 
written report, 2) mainly a theoretical approach to applied aesthetic activity, 
or 3) applied aesthetic activity with a theoretical approach.3

When the students relate their investigations to a particular school level, 
the lower elementary grades are chosen most frequently. College-level case 
studies are scarce. A requisite part of the Master’s program is the writing of 
an article for a journal.

As mentioned earlier in this article, reflective practitioners are now tak
ing up their own subject area in order to give it a new identity at a higher 
level. The Oslo School of Architecture (AHO) and Bergen University, De
partment of Art History, are opening their doctoral programs and paving the 
way for a new group of students.

AHO has taken responsibility for building up the field of research in art, 
design and art education. The research program-at AHO comprises three 
courses prior to the doctoral dissertation. Each course follows the structure 
of the “Roskilde model.” Required literature is read extensively prior to an 
intense week of lectures by highly qualified international experts. Then the 
candidate writes an essay in conjunction with the topics involved. After each 
course, the candidate defends his essay in a colloquium. Finally, after three 
years of full-time study under supervision, the candidate defends his disser
tation in public.

As yet, no one in the field of visual arts has made a dissertation, either at 
AHO or in Bergen, but there is a great interest from the field involved. Will 
those candidates follow the same road as all the theoretical dissertations 
from the universities, or will they bring forth something new? Who will be 
the first to present sketches or a video film as an integral part of his/her 
dissertation? These are some of the questions raised and discussed.

Notes
1. Kirke-, utdannings- og forskningsdepartementet, Kulturdepartementet: “Broen 
og den blå hesten. Handlingsplan for de estetiske fagene og kulturdimensjonen i 
grunnskolen,” Oslo 1995
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2. Kirke-, utdannings- og forskningsdepartementet: “Kompetanseutviklingsplan for 
fagene i grunnskolen,” Oslo 1996
3. Rammeplan for hovedfagstudiet i forming Laererutdanningsrådets småskrift no. 
4 1978
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Arne Marius Samuelsen

Traditions and Methods 
in Visual Arts Research

Norwegian research in visual arts education is mainly done in 
Master degree programs. Ame Marius Samuelsen, who is one o f  the 
faculty advisers o f research and development work at the College o f 
Telemark, is impressed by the work being done, but he complains that 
most Master theses start from  scratch, without building upon findings 
made by others. He stresses the importance o f developing relevant 
theories and identifies three popular research themes.

According to Liv Merete Nielsen’s article, 35% of the Master theses in 
Art (Forming) at the Teacher Training College of Oslo are related to visual 
arts education, and about the same percentage goes for the College of Not- 
odden as well. The leader of this program at Notodden, Ella Melbye, has 
published an overview of 230 MEd (visual arts) with titles, topics, methods 
and contents (see Melbye 1994). The overview contains information about 
relevant theories, the researchers’ own artistic contributions and curricu
lum considerations. This publication is available on the Internet, but for the 
time being only in Norwegian. Some examples will be presented later in 
this article.

Traditionally, university professionals have contributed to research in 
the field of visual arts education. For example, our first Professor of Educa
tion, Helga Eng, with her famous “Kunstpedagogik” from 1918, her “Bar- 
netegning” from 1927 and her longitudinal study of a girl’s drawings in 
“Margrethe’s tegninger” from 1942. Professor Åsmund L. Strpmnes, from 
the Educational Department of the University of Trondheim, has written: 
“The names of colors and referent discrimination in schoolage” (1968). 
While acknowledging the valuable contributions to visual arts from re
searchers in traditional scientific university disciplines, I believe that per
haps the most impressive research has taken place in the Master pro
grammes (MEd) over the last twenty years. I intend to describe some as
pects of this research.
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The theoretical content

“Forming” is a subject that is compulsory throughout the school life of 
all Norwegian children, but the subject as such does not exist at the univer
sity level. It is a subject which represents a “melting pot” of differences in 
practical traditions of craftmanship, material disciplines, cultural and aes
thetic factors. Thus the field itself is necessarily complicated.

The teacher training colleges of Oslo and Notodden have stressed the 
importance of developing a common theoretical base in didactics and scien
tific methods.

The early Master of Art theses reflected more problems in defining a 
relevant theoretical base than later theses. Students writing Master theses 
seem to have developed a consensus that not everyone should write at length 
on sensations, perceptions, brain functions, cognition, aesthetic learning 
processes, or quote Malcolm Ross, Flensburg, Kolb, Madsen or Johnson or 
relate themselves to hermeneutics and phenomenology—whatever their own 
areas of research might be. The theory must be relevant to the solution of the 
problem.

The structure of the master study
The Master’s degree includes work in different and challenging areas 

such as practical artistic activity, theoretical work and curriculum studies. 
The students are told to achieve unity and wholeness between these areas. 
However, rather often this unity is weak, and there is a tendency to run short 
of time. Keep in mind that the written thesis and the artistic work which 
corresponds to it only constitutes half of the total M.A. study. And all this is 
to be completed in two years. Consequently this make some theses writers 
weak in developing educational consequences or really discussing their own 
data.

The frames of study are ambitious. They include training of the young 
researcher in scientific methodolgy, whereby he must be able to place him
self in the scientific landscape and use his tools correctly.

The students’ work is on their own individual projects. Thus even though 
we can identify interesting findings in the field of visual arts education, the 
generality of the findings is usually poor.

To date the MEd theses most often begin their work from scratch. They 
are parallel to, more than depending on or enlarging, the findings of others. 
Hopefully this will change. For example one of our students now has ana
lysed Flensburg’s doctoral work and is attempting to go further into the 
field of spatial learning by using clay as the material to work with.
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Methods

When looking at research in visual arts education, we find traditional 
research models like surveys, case studies and experiments as well as more 
phenomenological views including participant observation, qualitative in
terviews, action research and anthropological models. Some 25-30 years 
ago there were very strong positivistic ideals in the educational research 
field in Norway. Now we find wide acceptance for choosing methods ac
cording to the definition of the problem. Phenomenology wishes to interpret 
different expressions of human beings qualitatively, and as a single phe
nomenon. When Spren Ve Aksnes in his work of 1982 wants “to examine 
the intuitive and analytical ways of action in forming,” he obviously relates 
to phenomenology. Many researchers want to describe their own experi
ence when being exposed to certain phenomena and to use logs etc. to doc
ument this. But it is important to remember that these methods have to be 
treated seriously; they do not represent an easy way out. When describing 
your own research process, you must be able to take one step back and be 
focused, be personal but not private.

When admitting that all science is interpretative and that objectivity is an 
illusion, the claim for awareness of subjectivity and the willingness to 
heighten intersubjectivity become even more important in all scientific 
methods. You have to admit this, and to admit that it is O.K.!

The tendency to be more tolerant towards combining methods from dif
ferent scientific camps— like the positivistic and hermeneutic ones, quanti
tative and qualitative data— is obvious. But this combination might cause 
methodological difficulties if the deeper differences between research strat
egies are not properly taken into consideration, e.g. the problem of making 
generalisations from different types of data.

The clusters
Looking at the MEd theses as research contributions, we have tried to 

form three clusters of themes being representative for research within visu
al arts education.

1: Curriculum studies

This cluster includes a variety of works having in common the fact that 
the educational implications are focal points, not appendices. It varies e.g. 
from Eli Torbergsen’s “Draw with me!” (95)— the teacher as a model in 
drawing experiences between children and adult; Sigrun Sprengen’s “Chil



1 7 8  N o r d ic  V is u a l  A r t s  R e s e a r c h

dren, pictures and art pictures” (93)—how art pictures influence drawing 
experiences; and Kari Carlsen’s “Experience and picture expressions” (85) 
on how children develop a pictorial language of expression when exposed 
to competent teachers.

2: Shape, colour, composition

Includes works which concentrate on the manipulation of one or more 
aesthetic elements like Ella Melbye’s “Tone values as an aesthetic element 
in ‘forming’ at a teacher training college” (79)—Johannes Itten’s colour 
theory experienced in textile pictures; Aslak Tennes’s “Non-figurative 
sculpture: Aesthetics and didactics” (81); and Bodil Sund's “Study of ex
citement as a phenomenon in the making of pictures where one’s own proc
ess is fundamental” (83).

3: Materials, tools, techniques

This area includes works which concentrate on experiments with varied 
materials, using different tools and techniques, often with an interest for 
tradition and renewal.

E.g. Peter Cooper’s “Paper-handicraft and Visual Arts” (83).
Kari Carlsens’s essay on an extensive evaluation of the subject “Form

ing” points out several areas within visual arts where further research is 
necessary.

I would only like to stress the fact that teachers in kindergarten and pub
lic schools need more firm knowledge about the importance of cultural and 
contextual factors for childrens’ expressive work. There is much to be done 
in making the adult art world meaningful and interesting to children, and in 
examining how encountering art influences the child’s expressions in pic
tures.

Literature
Forskning innen formingslcererutdanningen, rapport fra Nordisk Conference, Sept.

4-7 1988, SLFO, TLH 1988.

Halvorsen, E.M. Fenomenologi og formingsforskning, Notodden 1989.

Melbye, Ella: Hovedfagsoppgaver i form ing 1977-1994 (Master theses in “Form
ing ” 1977-1994). Del 1: En oversikt, Notabile no. 1-1994, Telemark Lasrerhpg- 
skoles skriftserie (An overview).
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Kari C arisen

Evaluation of Art 
in Primary and Secondary School

Kari Carlsen, a research student and teacher trainer, describes a 
project aimed at combining the evaluation o f pupils ’ artistic skills and 
understanding with in-service training o f  teachers. Until now, the 
project has published a book on curriculum theory, a report based on 
a questionnaire to pupils and teachers, and a review o f local art edu
cational curricula. However, it is uncertain whether the project will 
get additional funding in order to achieve its principal aims.

Since 1994, the staffs at the Telemark Educational Research, Notodden 
(TFN), and the Telemark College have been working with colleagues from 
the colleges in Bergen and Stord-Haugesund on the development and exe
cution of a project entitled: “Evaluation of Art in Primary and Secondary 
School,” initiated by the Norwegian Ministry of Education, Research and 
Church Affairs. This evaluation is a part of a general effort towards a na
tional system of evaluation in education.

The goals of the project given by the Ministry were:
• to work out methods of evaluation of pupils’ skills and understanding 

(which also take into account pupils’ attitudes toward the subject), and
• to arrive at models of in-service training which will assist teachers in 

following their pupils’ development and in evaluating their own and the 
school’s teaching methods with a view to improvement.
The Ministry of Education has also expressed a wish for greater knowl

edge of:
• the specific qualities of the subject of art,
• the extent to which art is used across the curriculum in the total activity 

of the school, and
• the relationship between art and the other aesthetic subjects.

The material produced forms a part of a national status report on the 
subject of art, and it has been utilized in the creation of new curriculum 
guidelines. I have been the head of this project since 1994, and three reports 
have been produced.

As anyone can imagine, this commission from the Ministry was rather
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general. Over time we worked out a realistic concept from which the project 
could be realised.

The art subject in the Norwegian curriculum

Art as we find it today, is a relatively new subject in Norwegian schools. 
It was first mentioned in the curriculum guidelines in 1960. Not only is art 
quite a new subject, but its definition also differs considerably in the curric
ulum guidelines of 1960,1974 and 1987. Therefore, art educational research 
does not have a long tradition in Norway compared with research in the 
classical subjects. New guidelines for Norwegian primary and secondary 
schools, known as Reform 97, are coming into effect in this decade.

What distinguishes art in Norwegian schools from the equivalent in many 
other countries, is that the subject includes basic knowledge and skills in 
both arts (pictures, sculpture) and crafts (applied art, design, handicraft). 
Aspects which are particulary emphasized in the 1987 guidelines are art, 
design and present-day forms of visual expression. An understanding of 
pictorial art, sculpture and utility objects is an important part of the Norwe
gian cultural heritage, and therefore a special responsibility for the art teach
er.

Our research includes the whole scope of the subject: the arts and the 
handicrafts. Here I will draw up some principal outlines of the project and 
the questions we asked, which are common for the two parts of the subject.

Research in the subject of art education
According to the definition of the Department of Aesthetic Studies and 

Folk Culture at Telemark College, the subject of art consists of an inter
weaving of ethical, aesthetical and material components. It represents an 
integration of pedagogical, aesthetical and creative processes and results in 
a materialisation of thoughts, feelings and knowledge. The creative activity 
spans action forms which are as diverse as spontaneity and logical analysis. 
Art involves an intimate involvement with artistic and cultural values, un
derstanding, knowledge and responsibility for the environment.

The definitions of art referred to here demonstrate its bonds with various 
disciplines, such as: education, psychology, sociology and natural science. 
Research into the subject of art may therefore originate in all these and other 
relevant disciplines, such as appreciation of art and literature.

The field involves research in the products of children and in the proc
esses behind the products. It would therefore seem natural to study the phe
nomena in a total context where the holistic aspect is emphasized. The aim
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of the research was to study the phenomena in terms of change and develop
ment processes, in order to be able to describe alterations in structure and 
interaction.

In the field of art teaching methodology in particular, there are a number 
of important areas where research has been carried out in Norway. In The 
Enlightened Eye (1977) Eisner suggests some relevant areas of research 
within art education. Although this subject is not identical to art in Norway, 
the similarities are so great that Eisner’s ideas can be applied to the Norwe
gian situation:
1. An examination of the present status of the subject
2. A description of classroom situations
3. A development and evaluation of new aspects of the syllabus
4. A development of new methods of evaluating the learning and experienc

es of art
5. A study of whether there are transfers from art to non-artistic areas
6. A discussion of the kind of development which art can stimulate
7. A study of how society looks upon art education

Here we can find that the points 1,2,3 and 5 were explicitly requested by 
the Ministry. Point 6 is an underlying issue for all of us, and point 7 is of 
great interest for the subject of art in the new guidelines for primary and 
secondary schools in Norway.

In this type of research, we should emphasize the developmental aspect 
of teaching and learning, not only the control aspect— i.e. revealing a partic
ular state of affairs. The main objectives of research in art teaching should 
always be to improve the teaching and to create the best possible learning 
environment for the pupils, through an ever-expanding knowledge of the 
field.

Research into art teaching entails a fine balance between research in the 
subject itself and research in the pedagogical aspect. In the first case, it is 
necessary to recognize and focus upon the unique qualities of the subject of 
art, while in the second case, there is an emphasis on general pedagogical 
problems which may be transferable to other school subjects.

The pupils’ attitudes toward the subject of art, and their knowledge and 
skills, correlate closely with whatever their teacher emphasizes and with the 
methods of evaluation.

The traditions and distinctiveness of art as a subject give rise to particular 
challenges in drawing up suitable criteria for evaluation of both the pupils’ 
efforts and of the teaching itself. Textbooks and written tests are not com
monly used. This is due to the importance of practical skills and personal 
development and the wide choice of methods and content within the art 
curriculum of 1987.
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An important area within the project is the development of guidelines 
concerning both problems in art teaching methodology and the evaluation 
of pupils’ skills and knowledge. Such guidelines will be in keeping with the 
national objectives for art and will further the professional development of 
individual teachers.

One of the greatest challenges is to develop instruments of evaluation 
relevant to the distinctive qualities of the subject of art. Creative action is 
one important aspect of the subject which places particular demands on the 
method of evaluation, and indeed on art pedagogical research in general.

The project
When we started to look into our research commission, we found that we 

were asked, as a part of The National System of Evaluation in Education, to 
work out an instrument to evaluate the subject: Forming. That included both
• evaluation in the field, the evaluation of the pupils’ works and processes,

and
• evaluation o f  the field in primary and secondary schools.

Firstly, we should bring up knowledge of the pupils’ skills and under
standings and their attitudes toward the subject. We asked ourselves ques
tions such as: What have the pupils learnt through the teaching? What types 
of skills do they have? What have they learnt about ways of working? What 
types of experiences do they get from art teaching in school?

Secondly, we were to look at the teachers’ considerations about the sub
ject from a didactic perspective. We wanted to look at teachers’ reflections 
upon the different didactic categories according to the national curriculum 
of 1987, and on their own practice in the classrooms, with a special empha
sis on evaluating their own teaching and the pupils’ work.

We use a broad definition of the concept “curriculum.” We refer to cur
riculum as not only including the documents or guidelines, but also how 
these documents could be recognised in the practise of the subject. We refer 
to curriculum also as content, both in the social and educational context. 
Studies of child development and education have referred to Lundgren 
(1983) who suggests the use of several steps. The first step is to analyse the 
fundamental principles—what we can call the curriculum code. In this re
search this means analysing the art education in the way it has developed 
and is described in the curriculum of 1987 and, importantly, how teachers 
and pupils describe the subject.

The existing curriculum, M87 (Mpnsterplanen 1987), was the basis for 
the research. We found it useful to refer to Goodlad (1979) who separates 
five curricular levels:
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1. The curriculum of ideas—the underlying ideas and thoughts according 
to the subject in society

2. The formal curriculum—the official documents
3. The comprehended curriculum— the individual teachers interpretation of 

the formal plan
4. The operationalised curriculum—the teaching that is really done
5. The experienced curriculum—the pupils’ experiences.

From this we developed questions such as:
How is the experienced daily life in schools in art subjects eight years 

after the introduction of M87? What do pupils and teachers think are impor
tant principles in the arts? Do the points of view of the teachers and the 
pupils differ on this? How are the relations between M87 and the contents of 
the local guidelines in art teaching? How are the relations between the con
tent of the local guidelines and the teaching and learning that really take 
place?

The different levels from Goodlad can be focused on from different per
spectives: from the school perspective, from the teachers perspective, and 
from the pupils perspective.

We drew up the plan for this project by describing the work in three 
phases.

Phase 1

In the first phase we wanted to focus on the distinctive character of the 
subject Forming (arts and crafts). We decided to write articles and essays on 
the subject from different points of view. Therefore we invited six persons, 
experts and experienced teachers, to write about the following topics:
• Art— on old and new paths, an introduction
• Up with the arts!— a teacher’s point of wiew
• The art teaching—experiences from the classroom
• The arts in upbringing and formation
• The knowledge of art
• Thoughts about art and cultural relations in art education
• The subject of art from the perspective of society.

These works were collated in Report 1: The distinctive character o f 
Forming.

In the first phase we also conducted a rather extensive survey among 
teachers and pupils in grades 5 and 8 , and teachers in grade 2. Headmasters 
at the same schools also took part in the survey. We wanted them, according 
to Goodlads’ five levels, to tell something about the comprehended curricu
lum for the teachers, and the experienced curriculum for the pupils. This
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survey included 104 schools from the whole country, and data was handled 
quantitatively by a statistics program. The Ministry stressed this part of the 
research. They wanted us to extend this survey far more than we first had 
planned because of its use in the work with the new curriculum of 1997. The 
results of the survey are presented in Report 2: Pupils’ and teachers’ per
spectives upon the subject o f Forming.

We also made a more limited research by collecting local curricula of art 
teaching in two areas of Norway. The results of this are presented in Report 
3: Local curricula in Forming.

Phase 2

For us, the second phase was far more interesting than the survey in phase
1. Our plan was to conduct qualitative research in classrooms, using several 
methods we have discussed at this symposium, as well as work with proc- 
ess-folios supplemented with interviews of teachers and pupils. Observa
tions of and conversations with pupils in grade 2 were included in this phase, 
because the survey is an unsuitable form to obtain valid data from such 
young children.

We also planned to make practical tests, so that we could focus on the 
pupils’ competence and how the teachers value this competence, with a com
mon practical starting point. These tests were planned to have both practical 
and reflecting parts for both teachers and pupils.

Phase 3
The Ministry wishes to develop models for in-service or continuing edu

cation related to the results of the two first phases, and especially for assess
ment of the pupils’ work in art. The third phase is concentrated on this ob
ject, although we find that the classroom studies and work with the practical 
tests are closely connected to developing methods for good in-service edu
cation of teachers.

To sum up
I have now drawn up some outlines in the design of our research. Three 

of the reports which show the methods and results of our work are complete. 
We have used several methods, even the traditional quantitative ones, which 
are not talked about much these days. These methods give us the possibility 
to search for the aims that we would like to go deeper into by qualitative 
research. But, only i f  we have succeeded in putting valid questions into the
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survey. We hope we have done so.
Some examples of the type of themes on which to investigate further are:

• In which respects do the pupils’ opinions differ greatly from the teach
ers?

• Are there some areas of the content in the curriculum which are not found 
in the pupils’ or the teachers’ descriptions of the subject?

• What about forms of assessment according to the aims in the curriculum? 
And now, when we were going to start the intensive work on the very

interesting phase 2, the Ministry has stopped funding of the project.
So far: We hope to go further with the project and try to connect our ideas 

and plans to the big field of continuing education according to the new cur
riculum of arts and crafts, which is going to be realised from autumn 1997 
[written in 1996; Ed.].
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Maria Berg-Marklund

Traditions and Methods 
A Nordic Symposium in Denmark

How should research in art education be defined? And what is art 
in the first place ? These questions are o f major interest to Maria Berg- 
Marklund, a research student in art history at Lund University. This is 
her report from the Nordic symposium in Denmark, with her reflec
tions upon what are the important issues to address. She expresses an 
optimistic view both o f art education in general and o f art educational 
research in particular.

There is more and more talk about teacher research and subject-teaching 
research. With the support of NorFa, there is now an attempt to set up a 
Nordic network for research into art education. In the modern academic 
spirit, ideas are being exchanged in English, and postdoctoral scholars and 
doctoral students are welcome.

For the third summer in succession, Nordic researchers and doctoral stu
dents working with research into art education met for a symposium. This 
year it was held at Tisvildeleje in northern Sjaelland, Denmark, June 12-16, 
1996, when the topic of discussion was “Traditions and Methods in Re
search into Art Education.” Specially invited from the USA was Brent W il
son, Penn State University, who is heading the evaluation of DB AE (Disci
pline-Based Art Education). Those responsible for the symposium were: 
Lars Lindström, Sweden, Inkeri Sava, Finland, Arne Marius Samuelsson, 
Norway, and Kristian Pedersen, Denmark.

The symposium was arranged so that the Nordic countries gave separate 
accounts of their work in the research field of art education. Because of this 
“ethnic” structure, the countries appeared to enjoy internal uniformity and 
harmony—there was an aspiration to present one’s own concepts as the re
sults of specific national developments. One is justified in asking why re
search efforts should be described in national terms; perhaps there should be 
a greater interest in research which is outside the main art-education dis
course in each nation. If the presentation had instead been structured ac
cording to content, perhaps it might have better revealed similarities and 
differences— above all in an international perspective.
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Differences

The differences between the Nordic countries are significant, both in the 
school world and in the research world, and this was reflected at the sympo
sium. Finland, for example, appeared most “modern,” if by that term one 
means the use of post-modern strategies. The Finnish delegation presented 
questions focusing on the gender perspective, intertextuality, and so on. The 
Finns’ use of IT and multimedia was also visually effective.

Inkeri Sava, Associate Professor at the University of Art and Design in 
Helsinki, appears to have created forms for a well-functioning senior sem
inar in art education, with many active participants (of whom three have 
taken their doctorate, six are licentiates, and 75 are graduate students). Three 
research projects are in progress at the department: “Artistic Learning Proc
esses;” “Art and Everyday Life;” “New Media and Art Education.” These 
involve graduate students in both practical and theoretical ways.

Sava maintained that, since art education is a fairly new research area, it 
is important to establish a solid foundation for research on the basis of onto
logical and epistemological reflection. As a researcher in this new field, one 
must relate to the growth of the field and its epistemological background if 
one wants to be able to credibly expose myths, traditions, and opinions 
about, for example, the history of the subject, mass pictures, art, and chil
dren’s pictures.

The importance of the ideological background
Behaviourism, according to Sava, was for a long time the only legitimate 

way to carry out research in social scientific subjects such as education and 
psychology, and the value system of positivism was all-prevailing. In prac
tice, it was only in humanistic subjects (such as art history, art psychology, 
and art theory) that it was possible to study people’s intentions and internal 
lives. In the 1960s and 1970s, the traditions were challenged by Marxism, 
critical theory, and cognitive psychology. Post-modern theories later ques
tioned concepts such as knowledge, truth, and continuity from a post-mod
ern viewpoint: the person doing research (and teaching) also becomes a cre
ator of narratives and knowledge.

Sava thus stressed the crucial importance of the ideological background 
for the research field of art education, and also the role of ethical responsi
bility. For the researching teacher, the historical perspective is part of the 
reflection that is essential if it is to be possible to ask relevant questions, 
such as: What are the consequences of my values and my actions?

The researcher himself or herself is part of society’s social and techno
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logical development and can therefore scarcely be content just to analyse 
these artefacts or processes. Anyone doing research on children’s pictures 
today, for example, seeking to study children’s psychological and creative 
“development,” must define both his or her own value system and the socio
cultural contexts of children’s pictures.

Sava asserted that the research into art education at the University of Art 
and Design in Helsinki may be regarded as an extension of teacher training. 
At the same time, she stressed that teacher training should not be viewed 
merely as an academic exercise but as a way to develop an aesthetically 
aware outlook on the world and to be able to work in it.

The distinctiveness of the subject
Whereas the Finns tended to use a certain amount of rhetoric about the 

qualitative approach, the Norwegians were more concise and analytical in 
their often pragmatic presentations. They spoke about the research situation 
in the subject in Norway and presented an evaluation project about the dis
tinctiveness of the subject. Reference was made to a report published in 
1995, Formingsfagets egenart (The Distinctive Character of Art Education), 
edited by Tronshart, in which the ideological and epistemological bases of 
the subject were treated. One of the essays in the report (by Leiv Baekken) 
discusses the relation of the subject to art and culture. Baekken argues that 
changes in artistic and aesthetic practices should also lead to changes in art 
education in school. At the same time, he notes that school and practice may 
also in their turn influence artistic expression in society. Perhaps it is most 
appropriate to describe the relationship of the subject to art as ambivalent. 
The explanation for this may be sought both in the inertia of art education 
and in the changeability of art; the school’s view of the concept of art (that 
is, the view of what is art or “not art“) does not agree with the concept of art 
that is current in the art world.

In Norway it has been possible since 1976 to take a Master’s Degree in 
art education, and doctoral studies are open to teachers in the field. As in the 
other Nordic countries, the climate in Norway 25-30 years ago was decid
edly positivistic, but today there is a much more open climate as regards 
methods and questions. An example of art-education research that was men
tioned was Spren V. Aksnes’s work from 1982, which studied the intuitive 
and analytical strategies of the subject using a phenomenological approach. 
Methods that come into use in art-education research in Norway range from 
case studies and experiments, via phenomenology, participant observation, 
action research, and anthropological models, to research into materials, 
tools, and techniques.
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Arne Marius Samuelsen from the art-teacher training college at Notod- 
den described how they use three overall research themes: didactics; form/ 
colour/composition; and materials/techniques. He declared that the dispa
rate content of the subject in Norway, where forming includes both arts and 
crafts, leads to tension when it comes to defining the content of the subject.

Didactics in the background

Perhaps it was the title of the symposium, “Traditions and Methods,” that 
prevented the discussions from focusing on the really crucial question about 
the relation of art to the subject, and hence to research in art education. 
Since most of the participants presented their accounts in a well-disciplined 
way, in keeping with the given questions, the didactic substance was some
how left in the background. There was a lot of talk, for example, about 
educational research methods, but not so much about the legitimacy of teach
ing art.

As regards the all-embracing problems, it was chiefly Brent Wilson who 
seriously asked the burning questions: Why teach art at all? What do we 
really teach? Is our teaching successful? Have we left any mark on the pu
pils when they leave school?

Wilson emphasized that art is something that touches on general human 
issues, and that the encounter with art can change people’s lives. The artist's 
way of working may be seen as a method for investigating life and reality, 
according to Wilson. The power of art lies in the ability to question, and that 
is why the art teacher’s view of art is so important. Wilson maintained that 
what every art teacher should ask first and foremost is: “What is my own 
definition of art?“— and the same question must of course also be asked by 
all researchers in the field of art education. From this artistic perspective, 
one of the teacher’s central duties is to prepare interpretation tasks and to 
organize work in the classroom so that the pupils really have an opportunity 
to ask and question.

What, how, why?
The reason that Wilson asked these central questions about what, how, 

and why no doubt has to do with his background in evaluation. He told us 
how he had put the same type of questions to the educational staff at the 
Getty Museum, and how a process was started with the focus on the actual 
meaning of the concept of art. In this way, concepts such as modernism and 
a uniform view of art were questioned. Wilson argued that researchers and 
teachers can only get the answers they ask for, and that this applies particu
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larly in the evaluation situation. As an evaluator, Wilson himself has at
tempted to take part in the process. By asking crucial questions, people are 
stimulated to think in terms of change. In this way, evaluation processes 
also function as development processes; one is not content, for example, 
just to find out how badly things work!

When Kari Carlsen from Norway presented Norwegian evaluation re
sults, she said, “We knew that it was bad, but not that it was so bad.” The 
Swedish National Evaluation, as we know, found an equally deplorable sit
uation (this applied both to the upper level of the comprehensive school and 
the two lower levels). One may observe, at least in the Swedish case, that 
the evaluation process scarcely functioned as a development process. This 
raises the question of whether it is a general goal for research that the results 
should be useful in practice. Is the aim of educational research to produce 
new methods which satisfy the need for school development? Is the re
searcher a questioner and an innovative thinker whose primary task is to 
point out intellectual deficiencies and to question the existing power struc
ture, for example, at the curricular level? What did Inkeri Sava mean, for 
instance, when she said that she and her team were interested in influencing 
the school system?

What weighs heaviest?
What then is art-education research? Judging by the accounts presented 

to the symposium at Tisvildeleje, the question is wide open. Which should 
weigh heaviest—the art or the education? Must there be a didactic element, 
or is it enough to have some kind of “child connection.” Karin Aronsson, 
professor of Child Studies at Linköping University, for example, presented 
picture research in terms of concepts such as “social scaling” and “multi
schematism.” What interests her is the external schemes that are found in 
children’s pictures: “We want to study the syntax!” The aim of her research 
group is thus to use pictures, and a fundamentally semiotic approach, to 
reveal knowledge, not about pictures but about children and social condi
tions.

Of the Swedes who presented their research, all—with the exception of 
Lars Lindström, Stockholm Institute of Education— spoke from more or less 
thoroughgoing semiotic perspectives. Ulla Lind of the University College 
of Arts, Crafts and Design, Stockholm, claimed that it was a Swedish tradi
tion to regard the field of art education from a “communicative and socio- 
linguistic perspective.” Since the 1960s, she claimed, this perspective has 
been applied to the view of school tuition, pedagogical thinking, and cogni
tive processes. Kenneth Karlsson, also at the University College of Arts,
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Crafts and Design, said that research in art education must develop its own 
theories in the areas of Pictures, Interpretation, and Teaching. He himself is 
mainly interested in semiotic meaning formation and interpretation. For 
Lars Lindström, however, pedagogics was at the centre. He told us that the 
well-known “portfolio method,” which he in many ways introduced to Swe
den, will now be tested in development work in practice. The results will be 
presented in 1998.

A broad research environment
The Danish representatives showed a specific interest in subject didac

tics. In Denmark there seems to be a keen interest in epistemological ques
tions, and in questions concerning the goal of education in the field of art. A 
crucial question, for example, is: What is an aesthetic teaching process? 
Research stands on an empirical basis when it comes to studies of children’s 
pictorial language, perception, and cognition; it concentrates on pedagogi
cal strategies when it comes to development work; and it aims to study, 
influence, and evaluate when it comes to texts and power relations at the 
curricular level. These approaches generate many important questions of 
the kind that Brent Wilson spoke about. The Danish angle can be said to be 
an attempt to redefine the field of art education and hence— and above all— 
to relate to the question of how this field is to be developed. The Danes 
argued that, if art-education research is to succeed in this, it must have ac
cess to a sufficiently broad and qualified research environment in which 
different paradigms and strategies are tested against each other. It is in this 
light that we should view their eager commitment to a Nordic art-education 
research network. Nordic cooperation is thus seen merely as stage I in a new 
development— to guarantee the quality of the work, other, varied, non-Nor
dic contacts are required as well. Kristian Pedersen, who is the visionary in 
this context, envisaged a Nordic Centre for Research in Art Education, work
ing in interaction with other research settings. He felt that this would pre
vent national uniformity and stimulate the existence of a necessary diversity 
as regards research and development projects and interdisciplinary contacts.

Different angles of approach

The conference was highly rewarding to me personally. It had an open 
discussion climate. It felt important that different views should be aired, 
which bodes well for future work. It is essential, I believe, that our complex 
practice should also be reflected in research, with acceptance of and respect 
for different angles and concepts. It would be unfortunate, for instance, if
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the Nordic research community in art education did not also include people 
with one foot in practical work, the “teacher-researchers” who work full
time or part-time in ordinary schools.

It is also important not to forget the relation of art education to society’s 
educational mission as a whole. Our field can contribute a great deal to the 
education of children and young people, but not everything can be con
tained within the field of art education, nor does it need to be. School today 
badly needs didactic outlooks and pedagogical methods which give the pu
pil tools for relating to pictorial and media expressions in a reflecting way. 
Creating pictures as a path to knowledge is thus a self-evident complement 
to the school’s traditional way of viewing learning and the acquisition of 
knowledge. The tendency towards protectionism, which formerly led the 
small and hard-pressed art education— and likewise the burgeoning research 
in art education— to enclose itself in its shell and create its own explanatory 
models, is out-of-date today. On the contrary, the subject is in focus, and 
there is a great interest in aesthetic and artistic work processes in much of 
society, where art and creativity are honoured in all camps. It is important to 
make art education up-to-date. In this respect, the symposium in Tisvildele- 
je may be said to have pointed in the right direction.
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Lars Lindström

“Research is as Old as the Subject Itself’

The exhibition Kind und Kunst in the late 1970’s signalled a new 
phase in art educational research. It was the result o f a social criticism 
and contextual understanding that characterized much o f  the German 
discussion and research at the time. In 1979, Lars Lindström went to 
see Diethart Kerbs, a leading figure in this new movement and made an 
interview with him and his research assistant, Otfried Scholz. This 
interview is reproduced here. In the following chapter, Scholz com
ments upon what happened during the last twenty years, keeping his 
early hopes and expectations in the back o f  his mind.

The connection of higher education with research has been a guiding 
idea in the reform of higher education in Sweden. However, there are differ
ent opinions about how the contacts and opportunities for research are to be 
organized and about what kind of research is most important in different 
study programmes. These issues are especially difficult to settle in visual 
arts education and other programmes that are not able to draw upon an es
tablished tradition of research.

Early attempts to provide a theoretical foundation for visual arts edu
cation often were undertaken on leisure time. Needless to say, this situation 
was an obstacle to long-term efforts to develop the subject. There was a lot 
to learn, therefore, from the way in which curriculum studies were organ
ized abroad, especially in Germany, Britain, and the United States. A one- 
week study visit in the summer of 1979 to professor Dierhart Kerbs and his 
research colleagues in Berlin strongly confirmed this impression.

In Germany, there is a long-standing tradition of research in the visual 
arts. However, it was not until the rise of the student movement in 1967-68 
that the debate and the research were provided a major impetus. The further 
development resulted, among other things, in several professional journals 
and in the foundation, in Berlin 1974, of the Center for Historical and Com
parative Research in Art Education (Die Arbeitsstelle fur Historische und 
Vergleichende Kunstpädagogik).

The Center was the first and only of its kind in Germany. Its aim was to 
stimulate comprehensive studies, supply documentation, and provide infor-
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mation about: a) the history of visual arts instruction and aesthetic education 
in Germany and German-speaking countries, and b) the history and contem
porary status of visual arts education in other countries. As a result of these 
activities, the Center wanted to contribute to the development of a scientific 
foundation for visual arts education. After having reviewed the current situ
ation of German research in art education, the Center gave priority to the 
following tasks:
1. To identify, rescue, search for, procure, classify, and review source ma

terials that shed light on the history of aesthetic education, especially in 
German-speaking countries but also in other countries.

2. To engage one’s own staff and associated persons or project groups into 
historical and comparative research. To help other researchers to find 
relevant books and materials, e.g. by making bibliographies and listing 
source materials. To publish research reports and other kinds of docu
mentation.

3. To stimulate and co-ordinate art educational private archives, libraries, 
and research centers in German-speaking countries through scholarly 
correspondence, symposia, study visits, etc.

4. To supply documentation and provide information. To prepare and or
ganize information services for domestic and foreign researchers, teach
ers, students, recreation instructors, etc. To try out and adapt modern 
techniques of documentation and information to suit the needs of visual 
arts education.

5. To establish and activate exchange in the field of art education and relat
ed research between Germany and other countries. To participate in in
ternational congresses, exhibitions, research undertakings, etc. (Taking a 
long view, the exchange of scholars and research visits were part of the 
agenda.)
Thus, the Center was likely to play an important role for curriculum stud

ies also outside of Germany. It had all the requirements to become an inter
national meeting place for historical and comparative research in visual arts 
education. On the visit to Berlin 1979 with my colleague Roger Sagebrand, 
I asked Diethart Kerbs and his research assistant, Otfried Scholz, to tell us 
about German research in the visual arts and about the contribution of their 
own research group.

When and how did the German interest in art educational research 
emerge? What are the current trends?

K e r b s :  In the first art educational journal Monatsblätter zur Förderung 
des Zeichensunterrichts an Schulen (Monthly Review for the Enhancement 
of Drawing Instruction in Schools), already in the first issue published in
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1865, there is an article about the history of the subject. One can simply say 
that research is as old as the subject itself. Talking about research then, I am 
not only referring to systematic, scholarly studies but also to various at
tempts to find a theoretical rationale for the subject and to reflections about 
the nature of the subject, about what has been done and what needs to be 
done.

S c h o l z :  If we restrict ourselves to talk about scholarly research in a more 
narrow sense, one can describe the end of the 1960’s as a period of transi
tion. It is true that single studies had been done before, but during the first 
five years of the 1970’s a firmer scholarly foundation was laid for visual arts 
education as an area of research. The increased interest in the social scienc
es and in cross-disciplinary issues in all sections of the university provided 
a major impetus to this development.

K e r b s :  I agree. One can describe the period from 1967-68 onwards as a 
period of theoretical reorientation. At the same time the student movement 
emerges and there is a critical reorientation within the mother discipline of 
education. During this period a fresh discussion starts in the field of visual 
arts education. This finds a forum particularly in two professional journals: 
Kunst + Unterricht (Art + Education) and Ästhetik und Kommunikation 
(Aesthetics and Education) that were founded in 1968 and 1970 respective
ly. In the following years a new kind of research emerged. This was more 
critical. There was an effort to widen the scope of art education.

Research took on political and social issues. Other disciplines were drawn 
into the discussion. Relations were established with philosophy, sociology, 
psychology, etc. It is, of course, impossible for us to read and assimilate all 
these materials in the way we would want. However, there is a dialogue, a 
readiness to establish new contacts and approach issues with an open mind. 
Research in visual arts education is not as isolated as it used to be.

Which are the most important areas o f research ?

K e r b s :  Besides historical and comparative research in art education, i.e. 
the field in which we are involved ourselves, there are curriculum studies, 
research on museum education, etc.

S c h o l z :  Images in everyday life, i.e. aesthetical influences outside of the 
school context, are areas of current interest as well as the use of visual me
dia in action groups, neighbourhood groups, independent youth centers, 
grass-roots organizations, etc.

K e r b s :  Yes, there is work, and even research, going on about issues that 
overlap with those dealt with in art education, e.g. a new discussion about 
photography, about alternative use of media, about art as a commodity, about 
critical studies of art and art history, etc. All these discussions have connec
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tions to art education, but they can also be approached from other scholarly 
viewpoints.

Where does the research take place ?

K e r b s :  The German research almost exclusively takes place at the teach
er training institutes or at those departments at the university that have their 
roots in these institutes. That is, art educational research takes place in the 
context of the education of primary and lower secondary teachers and is 
influenced by the tradition that characterizes these institutes. In the art acad
emies that train teachers in the upper secondary school, hardly any con
sideration is given to art educational issues. They have no research at all. 
The teachers at these academies belong to a silent guild. They do not speak, 
neither do they write— they only paint.

S c h o l z :  This corresponds to the general trend in the education of upper 
secondary teachers. Education leads an obscure life in the universities com
pared to the prevailing situation in the institutes that are training primary 
and lower secondary teachers.

K e r b s :  Yes, that is the German tradition that still survives. At the univer
sities and art academies teachers and students are reflecting upon the sub
ject, the object of knowledge. At the teacher training institutes children and 
youth are in focus, as well as the school, instruction, methods, etc. in rela
tion to a subject, an object of knowledge or a skill that is to be taught. That 
is the context in which educational research becomes a necessity. At the 
university and the art academy, nothing else than research and development 
work in the subject itself is demanded.

This explains the bizarre fact that when we ask about research in general 
and research in art education at the art academies, we are given the follow
ing answer: “You know, we paint from dawn to dusk; that is to say that we 
are engaged in artistic research; we discover new combinations of colours 
each day—that’s what we mean by research.” These teachers do not under
stand what we mean by research, that it might be something different from 
what they are doing every day!

How is research information disseminated?

K e r b s :  The professional journals in visual arts education are an impor
tant forum. The biggest one is Kunst + Unterricht with an edition of 
20,000 copies. Then we have Zeitschrift fu r  Kunstpädagogik (Journal of 
Art Education) with an edition of 6,000 and BDK-Mitteilungen 
(BDK=Bund Deutscher Kunsterzieher e.V.) (Newsletter of the German 
Art Educational Association) with an edition of 3,000. The first two jour
nals are published every second month; the third one is a quarterly jour
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nal. These journals provide a comprehensive survey of the current discus
sion about research.

In addition, each year about thirty to forty books in art education are 
published. These largely contain ideas and practical suggestions for improv
ing instruction, evaluating and planning curricula, etc. These should proba
bly not be called research. Nevertheless, these books and practical guides 
contain explicit reflections about professional practice.

What groups are the potential users o f the research?

K e r b s :  The groups who are addressed by this research are mainly: 1) 
teachers at institutes where art teachers are trained, 2) teachers, 3) student 
teachers, and 4) the general public.

S c h o l z :  The research is used primarily by primary and lower secondary 
teachers. Of course, if I may use the Center for Historical and Comparative 
Research in Art Education as an example, we are certainly interested in 
studying art education at the upper secondary level, too. But it is difficult to 
get teachers in the upper secondary school to read research reports. Most of 
them say: “We don’t read books; we are artists; we work things out our
selves; we don’t need anybody telling us what we could do; we are ap
proaching our students without any preconceived ideas.” They have erected 
their own little world of art for themselves. It is a giant step from here to the 
introduction of social perspectives, curriculum studies, etc. These teachers 
mean that art and society are two rather separate spheres of life.

How does research try to enter into a dialogue with its users ?

S c h o l z :  The journals Ästhetik und Kommunikation and Kunst + Unter- 
richt try to establish a dialogue by encouraging the readers to send in narra
tives about how they work with drawing, handicraft, etc. in school. The 
editors think that the level of the discussion about education and educational 
policy can be raised only if teachers contribute with their experiences. Often 
theoretical papers lead to discussion, critical remarks, etc. Readers write 
and ask: How are we supposed to accomplish all these things? Or they say: 
I can give a practical example that illustrates what you are talking about!

Run in this way, the journals have an important mission. But this is not 
enough to meet the needs. A common problem characteristic of all subjects 
is the weak relationship between schools and higher education, between 
what is going on in the classroom on the one hand and research and teacher 
training on the other. The student teachers get their diploma, leave higher 
education, enter school as a teacher and— as a consequence— practically all 
relationships to higher education are broken.

The teachers’ unions have demanded a year of research, or a half year of
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research, with five year intervals. That often, they mean, teachers should 
get an opportunity to study the latest developments within their subject, the 
way it is taught and the foundational issues related to education. At the 
same time, they think, teacher trainers and researchers should visit teachers 
and students in school much more often in order to investigate what prob
lems and needs these groups have.

Why is historical and comparative art education an important area o f 
research ?

K e r b s :  Descriptions of what has formerly been done in our countries or 
of what is currently going on in foreign countries provide us with useful 
examples and ideas, viewpoints and theoretical reflections. We must try to 
review and get an insight in all this material in order to choose the best and 
most progressive ways in which we could advance. In my opinion, there is 
no really good theory of art instruction and aesthetical education at the mo
ment. By criticizing what has been done up to now, however, we can work 
out new and more adequate methods, better and more clearly outlined per
spectives for the future.

What have you accomplished up to the present? What are your plans fo r  
the future?

K e r b s :  The historical exhibition of art education Kind und Kunst (Child 
and Art) has been shown at twenty different places in Germany, Austria, 
Switzerland and the Netherlands. Well, you have seen yourself how worn- 
out it is. The catalogue was sold in nearly 13,000 copies and has given rise 
to a great deal of discussion. We found it especially interesting and positive 
that art educators at some places made parallel exhibitions of their own 
works illustrating contemporary art education. This was an explicit goal of 
ours that was fulfilled.

As to publications, the foundations of serious research have been laid. 
There is the bibliography of art educational journals in my book Historische 
Kunstpädagogik (Köln, 1976) (Historical Art Education) and we have re
cently started to make bibliographies of the art educational literature that is 
available from 1945 and backwards: the Hitler period, the Weimar Repub
lic, the imperial era, etc. Later on, we will make in-depth studies of selected 
problems and issues within each one of these periods.

Still another step forwards will be taken when we get the series Bei- 
träge zur Sozialgeschichte der Ästhetischen Erziehung (Library on the 
Social History of Aesthetic Education) going. It started with my book and 
its next title will be Wolfgang Kemp “...einen wahrhaft bildende Zeichen- 
unterricht iiberall einzufuhren”. Zeichnen und Zeichenunterricht von
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1500 bis 1870 (Frankfurt a.M., 1979) (“... Introducing a Truly Education
al Instruction in Drawing.” Drawing and Drawing Instruction from 1500 
to 1870.). The third book in the series will be a doctoral thesis by W olf
gang A. Reiss about art education in the Weimar Republic. From the fall 
of 1980 onwards, we will also publish a yearbook: Forschungen zur äs- 
thetischen Erziehung (Research in Art Education). It is meant for longer 
papers presenting art educational research, doctoral theses, and other 
major works in the field.

We have organized five national symposia on research problems related 
to the history of art education in Germany, and we are planning to organize 
still more. Otfried Scholz and I are engaged in the preparatory work for an 
educational museum in Berlin. This will no doubt include a section on the 
history of art education as well as the present archives of art education. We 
are also planning a series on comparative art education. This will probably 
start with reports from Sweden, Britain, and Czechoslovakia.

Do you have any ideas about how contacts and exchanges between Ger
many and Sweden should be organized?

S c h o l z :  At first, it may be useful to exchange articles reviewing art edu
cation and research in visual arts education. We may even produce a bilin
gual dictionary with art educational concepts. We are interested in translat
ing and perhaps also publishing your articles, with summaries and com
ments. As a second step, a group of interested teacher trainers in art educa
tion from both countries could visit each others teacher training institutes. 
At these visits they will be able to develop a more intense co-operation based 
on what they know through having read, for example, the articles mentioned. 
It is important that this exchange, later on, will include school teachers as 
well.

As a third step we could arrange an international symposium on re
search in art education, like the symposium that took place in Berlin in 
1976. Such a colloquium could suggest what areas will be most fruitful 
for comparative research. If well prepared, such a symposium could ac
complish quite a lot.

What perspectives do you see in a scholarly exchange with Sweden?

K e r b s :  We are very interested in a closer co-operation with Sweden. 
Firstly, political and economic conditions are comparable with those in Ger
many. Secondly, there are many parallels in the ways policy issues and ed
ucation are conceived. For example, in Swedish visual arts education after 
1968 there has been a development towards social criticism and a contextu
al understanding, with an increased emphasis on visual media and mass
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communication. These trends are counterparts to the German focus on what 
we describe as “visual communication.”

We are happy, therefore, that you came to visit us and that you have 
shown an interest in our work.
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Otfried Scholz

The Center for Historical and 
Comparative Research

In his commentary to the previous interview on German research in 
art education, Otfried Scholz, a researcher at the Center fo r  Historical 
and Comparative Research on Art Education in Berlin, presents what 
has been accomplished at the Center, especially in the fie ld  o f  com
parative studies. He also reviews some recent German contributions to 
the study o f art education.

The “Arbeitsstelle fiir historische und vergleichende Kunstpädagogik” 
still is unique in Germany as an institutionalized research pool— now con
sisting of three collaborators on two posts: Gisela Severin, librarian; and 
Anna Vogler and Otfried Scholz, employees for scientific work (both half- 
time). What can we do, what are we doing? For at least a decade we have 
been stressing basic information about international art education—reports 
on what is going on in aesthetic education in Europe and on other conti
nents. Exchange of information and ideas, estimation of and curiosity for 
cultural identities and idiosyncrasies are giving the impetus to this endeav
our. Up to now we have edited reports on the Netherlands (1982), Israel 
(1983), Hungary (1992), Austria (1992), Great Britain (1992), Scandinavia 
(1992), and the USA (1994). Due to be published in the next two years are 
reviews of Italy, Spain, Turkey and Argentina.

A highlight of international cooperation was the project “War and peace 
in art education,” that was presented at a symposium in Berlin, 1985, and at 
an exhibition during the INSEA World Congress in Hamburg, 1987. Fur
ther results of these meetings— about 40 colleagues from ten nations were 
involved— have been the reports mentioned above, as well as a cooperation 
agreement between the Academy of Applied Arts in Budapest, Hungary, 
and the Hochschule der Kiinste, Berlin (e.g. a research project on home
liness in new housing districts, see “Wohnkultur und Plattenbau. Beispiele 
aus Berlin und Budapest. Hgg. v. Kerstin Dörhöfer, Dietrich Reimer Ver- 
lag, Berlin 1994”).

Apart from this, the “Arbeitsstelle” is offering its services to students, 
teachers and researchers in the history of art education and comparative
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studies. Foreign visitors are welcome as witnesses of the subject’s develop
ment in their countries as well, given the opportunity to take part of a course 
or give a public lecture. Furthermore, we try to promote interdisciplinary 
work, e.g. a contribution to an international congress of psychologists in 
Budapest, “Anxiety and Fear in Children’s Art Works. Ed. by Andrea Kår- 
påti and Otfried Scholz, Berlin 1996,” or “Helmut Thoma: Mein Leben— 
Eine Collage. Berlin 1992,” editorial work on the autobiography of an artist 
and professor of art education.

In the last few years many educationalists, sociologists, psychologists, 
and philosophers have been involved with questions of art and art educa
tion. A recent example is the theoretic and empirical study by Klaus Mol- 
lenhauer, Grundfragen ästhetischer Bildung. Theoretische und empirische 
Befunde zur ästhetischen Erfcihrung von Kindern. Unter Mitarbeit von Cor- 
nelie Dietrich, Hans Rudiger Muller und Michael Parmentier. Juventa Ver- 
lag, Weinheim/Munchen 1996.

“Insiders” of art/aesthetic education are investigating the meaning and 
importance of art for pupils’ and mankind’s development; a focus of the 
recent debate has been the impetus and the priority of aesthetic rationality 
and/or sensorial experience (see controversy Selle—Otto in Kunst + Unter- 
richt, Hefte 192 und 193, see Otto, Gunter: Ästhetische Rationalität. In: 
Wolfgang Zacharias (Hg.): Schöne Aussichten ? Ästhetische Bildung in ein- 
er technisch-medialen Welt. Essen 1991; ders.: Uber Wahrnehmung und 
Erfahrung. Didaktik, Ästhetik, Kunst. In: Kunst + Unterricht 171/1993). 
This sophisticated discussion is part of a broader road of research, trying to 
find out a new position of acceptance and influence for art education. See: 
Kultusministerkonferenz: Zur Situation des Unterrichts im Fach Bildende 
Kunst an den allgemeinbildenden Schulen in der Bundesrepublik Deutsch
land. Bonn 1995; see: Bildungskommission Nordrhein-Westfalen: Zukunft 
der Bildung— Schule der Zukunft. Denkschrift. Neuwied/Kriftel/Berlin 
1995; see: Behr, Manfred: Das Fach Kunst in der Bildungsreformdebatte. 
Mängeldiagnose—Positionsbestimmung— Perspektiven. In: BDK-Mitteil- 
ungen 4/1993, S. 1-28; see: Wolters, Peter: Kulturelle Bildung und äs
thetische Erziehung in einer zukunftigen Schule. In: BDK-Mitteilungen 3/ 
1995, S. 6-8; see: Ästhetische Erfahrung. Perspektiven Ästhetischer Ration
alität. Eine Festschrift zu Gunter Ottos 70. Geburtstag, hg. im Auftrag von 
K+U von D. Grtinewald, W. Legler und K.J. Pazzini. Friedrich Verlag, 
Velber 1997; see: Perspektiven der kiinstlerisch-ästhetischen Erziehung— 
Texte zum Leipziger Kolloquium (Reihe Friedrich Forum). Friedrich Ver
lag, Velber 1997. For a position of art education outside school and in con
trast with it see Selle, Gert: Gebrauch der Sinne. Eine kunstpädagogische 
Praxis. Hamburg 1988; ders.: Begriindung einer Alternative zum Kunst-
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unterricht. In: BDK-Mitteilungen 4/1991. The power of research in our spe
cial subject is reflected by an institution which Gunter Otto has founded at 
Hamburg University— the so-called “Graduiertenkolleg Ästhetische Bil
dung,” with support by the DFG (German Research Foundation).

Summarizing up all this, I dare say that art education has become a broad 
field and frequented place of research. Maybe it was an error already in 
1979 to assert that research and “developmental work” in academies and 
universities took place merely “in the subject itself.” In any case it was short
sighted as well as our arrogant—and in fact not proved— ”statement” that 
teachers/teacher-students for upper secondary education “paint, don’t read.” 
Blush. Not everything that is written or said in a scientific context should be 
taken as a result of research.
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