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ABSTRACT 

The definition of discipline-based art education 

presented in this thesis includes four designated domains 

of art learning and practice: art history, art criticism, 

art production, and aesthetics. Based on this approach to 

instructing art, this study develops a series of art his

tory lessons for adolescents at the junior high and high 

school level. 

The activities are designed to present instruc

tional strategies appropriate to the educational needs and 

special concerns of these groups of students. These les

sons primarily focus on art history, and art criticism as a 

means for approaching studio production concepts. One in

structional unit includes a day-by-day description of art 

history learning activities covering a period of 10 days, 

or two regular school weeks. Also included is a descrip

tion of the order in which the art history, art criticism 

and production activities occur for each lesson. Specifics 

regarding media, materials, artists to be studied, styles, 

reproductions and the vocabulary terms and images to be 

used for each day are also included. 

Based on the studies presented in the Review of the 

Related Literature, this thesis concludes that high school 

viii 
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adolescents have difficulty learning art history. The dis

cipline based lesson plans presented in this thesis illus

trate a workable strategy to correct these difficulties. 



CHAPTER 1 

INTRODUCTION 

This study develops a series of discipline-based 

lessons emphasizing art history for adolescents at the high 

school level. The lessons are designed to present instruc

tional strategies and student participation activities ap

propriate to the students' educational needs. Focusing on 

the abilities and concerns of the high school adolescents, 

this study emphasizes the need to give widespread attention 

to the understanding and appreciation of the visual arts in 

the high school learning environment-. Meaningful and ef

fective methods of teaching art, as in other academic dis

ciplines, should be apparent at the junior high ari second

ary school levels. Educators in all disciplines need to 

acknowledge art as a serious discipline in order to have 

students understand the importance of the intrinsic value 

of art to the individual, and to realize that effective art 

instruction is a valuable asset for the social, cultural, 

and aesthetic experiences the adolescent encounters with 

works of art. Discipline-based art education should be a 

priority in the revision or implementation of art programs 

in the secondary school setting. 



Art in the High School 

Many students, upon completion of high school find 

that they have no introduction to the heritage of the vi

sual arts. The increased quality of life that is the re

sult of historical and critical study in art, is an acces

sible treasure only to those who have the background to 

appreciate it. Evidence of this need for serious art study 

can be seen in high school tests administered by the Na

tional Assessment of Educational Progress, revealing the 

low level of student's knowledge base in art. In this as

sessment students who took achievement tests scored low at 

two separate testing periods during 1974- 1975 and 

1978-1979. Researchers who looked at problems related to 

student achievement in this area of art history found that 

those students who had access to available art courses 

showed no better performance than those of the national av

erage test group. Discussions with numerous public school 

art teachers, carried out by the investigators, revealed 

several explanations. Most of these teachers had very 

little training in the area of art history and art 

criticism and did not feel they had the knowledge or back

ground to teach in these subjects. Many teachers found it 

difficult to hold high school students' interest and 

avoided these subjects altogether. It would appear that 

the standard models of instruction in the subjects of art 
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historical and critical learning (darkened lecture hall, 

slide identification of facts and data) may be inappropri

ate as learning devices for secondary school students. In

struction at the secondary level may require new and inno

vative approaches to presenting art history and criticism 

materials that would provide quality art training for stu

dents . 

Directions for Change 

Teaching the subject of art history and criticism 

to high school adolescents can be approached by first care

fully examining the problems of using the traditional art 

history instructional model in the classroom and suggesting 

adaptations. More efficient and engaging art learning ma

terials for secondary school students would incorporate 

student participation in visual and critical analysis, and 

questions and answers about the historical and critical as

pects of art. Because of this need for more engaging ac

tivities, a method of "entry" into works of art called Aes

thetic Scanning (Broudy 1975) was adopted as an appropriate 

instructional strategy for helping high school art students 

encounter art in an interesting way. 

In the activities described this proposal, students 

will be oriented to a particular area of discussion by in

troducing a topic that appears familiar and relative to the 

t 
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current interests of the adolescent population. Subsequent 

topics will follow in an order that ranges from a bit less 

familiar to a presentation of unfamiliar art information 

and techniques. The lessons presented here are designed to 

offer art history and art criticism in a discipline-based I . 

format as a means for enhancing and enriching studio con-

cepts ·as they are taught interactively with the other dis-

ciplines. 

Definition of Terms 

Art History 

Art history is concerned with recognizing personal, 

geographical or chronological styles of a period or time in 
; 

history, with visual symbol systems, and placing works in 

their cultural and historical settings. 

Art Criticism 

Art Criticism is concerned with analyzing and 

talking about works of art and making and -defining 

judgements about works of art in order to gain knowledge 

about its meanings, merits and aesthetic values. 

Aesthetics 

Aesthetics is concerned with responses that evolve 

from viewing and talking about art and the nature and value 

of art. 
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Aesthetic Scanning; A Means of Entry Into Art Objects 

Aesthetic scanning is concerned with recognizing 

the sensory, formal, technical and expressive properties of 

a work of art. 

Art Production 

Art production is concerned with manipulating media 

to produce visual images, and for practicing techniques 

used in making art. 

Curriculum 

Curriculum is a formal, systematically developed 

program that instructors use for teaching art education. 

It is written plans for a series of events intended to have 

educational consequences. 

The Importance of the Study 

Adolescents have specified educational needs and 

concerns that can be looked at in relation to educational 

achievement. In recent years public school art teachers 

have avoided the subject of art history by accepting the 

notion that student interest level in this subject is ex

tremely low. The traditional method of presenting the sub

ject of art history (darkened lecture hall and recording of 

data) must be studied and revised in a way that provides 

adolescents with more effective art learning activities. 



Methods of art history instruction based on the 

concepts and principles outlined for discipline-based 

learning will increase students' knowledge and understand

ing of art history and art criticism and will involve stu

dents as active participants in learning the professional 

skills of discussing, analyzing, and judging works of art. 

The study is based on the premise that a strategy that em

phasizes the intrinsic value of art should prove more ef

fective for instruction in art history and criticism than 

strategies that emphasize extrinsic values. 



CHAPTER 2 

REVIEW OF THE RELATED LITERATURE 

Since adolescence is the time of life in which 

mental and physiological growth and development is changing 

at a rate faster than at any other period in life, except 

from birth to one year (Arnold, 1985), teaching the subject 

of art education should take into account the developmental 

characteristics of the students. 

A 1960 paper entitled, "The Relationship of 

Adolescent Physical Development to Art Expression," 

stressed a concern by researchers and educators for more 

concentrated study of adolescent growth and maturity. 

"Literature and research in the field of education are 

pointing out the need for clearer understanding of the 

adolescent period of life, which has been described as a 

general time of storm and stress" (Uhlin, 1960). 

A 1985 article discussed the confusion and 

bewilderment adolescents experience in effort to cope with 

responsibility in society, particularly influencing 

behavior in the educational setting—and also states that, 

"Unfortunately the curriculum of our schools is sometimes 

part of the problem" (Arnold, 1985). Indicated is the 



necessity to commit to a curriculum that responds to the 

concerns of adolescents, encouraging participation and 

interaction in the classroom, meeting their needs and 

abilities. 

A recent article stated that adolescent development 

is one of rapid, but irregular growth. "It is extremely 

important to teach visual perceptual skills to junior high 

school students. Visual perceptual development and art 

appreciation are areas where art can contribute to the 

personal development of the student" (Glenn, 1986). Glenn 

furthers this claim with the notion that the depth of art, 

through art history and art appreciation study, for junior 

high school adolescents, adds meaning to events in time. 

"What social influences or events in science took place at 

that period in the history of art?" Combining these kinds 

of relationships with his or her personal growth and 

development will contribute to greater understanding of 

self in the educational and social sphere (Glenn, 1986). 

In "Art for Preadolescents" Churchhill (1971) 

stated that appropriate art experiences need to be 

consistently available, claiming that the basic nature of 

the arts would then be seen as being compatible with the 

basic impetus of adolescence. He furthered this claim with 

the idea that art learning presents the adolescent with 

opportunities to solve problems, pursue self investigation, 
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personal development, and aids adolescents in defining 

their role in society as they see their ideas reflected in 

various periods and styles. 

King suggested the idea of motivation for 

adolescents and investigated ways in which students would 

possibly increase their levels of achievement in other 

areas education as well as in art learning. "Students' 

sense of self-determination is a strong motivational force 

in learning and can be fostered by giving them control of 

their own learning. If students make choices about their 

learning experiences they gain a feeling of personal empow

erment" (King, 1983). Cooper (1971), Freire (1973), and 

Goodman (1973), have stressed the need to secure a strong 

sense of self-determination in adolescents, enhancing 

awareness of external forces and ensuring their active par

ticipation in the information age. 

Taking into consideration the psychological needs 

of the transitional adolescent, art instruction at this 

level focuses on developmental characteristics. Bsed on 

this approach to viewing high school art instruction, there 

appears to be an apparent need to revise the standard 

teaching format. Developing an art program that allows the 

opportunity for students to gain insight into their own 

personal experiences would more importantly encourage stu

dent understanding of the necessity of study about art 
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content - the importance of emphasizing the intrinsic pur

poses of art. 

Intrinsic Values of Art Education 

The discipline-based teaching of art to junior and 

senior high school adolescents stresses the value of art 

for its own sake. Lanier, one of the early spokesmen for 

discipline based art education, opposes the notion of using 

art as a means of accomplishing "non-art ends" Lanier, 

(1964, 1972, 1983, 1984). Lanier distinguished between 

developmental and intrinsic purposes of art to emphasize 

that acceptance of the former view may create setbacks in 

the implementation of quality art education in the schools. 

Lanier (1986) presented several developmental values art 

education has emphasized in the past one hundred years as 

the rationale for its existence, including: "creativity, 

therapy, humanness, motivation to remain in school, assis

tance in learning or reading, right brain exercise, and the 

like." Lanier argues that extraneous and instrumental 

claims for art education are not logical and, "If there is 

nothing unique about it (art), we can dispense with it in 

the school. Other curriculum areas can lay claims to some 

of the same agenda of accomplishments." 

Packard (1984) questioned educators who advocate 

aesthetic education as an instrumental value for society 



survival, and values the arts for their own uniqueness. 

Smith (1982), warned that "by using art rather than re

specting it as a distinctive phenomenon, the new ideology 

ends up being inimical to art." 

According to Lanier (1984), the importance of 

emphasizing the intrinsic purposes of art learning—that 

there is much to learn in and about art—is to acknowledge 

art learning as a serious discipline. Art is of value for 

itself, intrinsically, more than for what it might do for 

the individual's behavior outside of art. 

Taunton (1986) states that many educators and phi

losophers in the field—Smith and Lanier—maintain that the 

most important benefit of art education is aesthetic lit

eracy, defined as enhanced access to aesthetic objects. 

Beardsley suggests a way of interpreting works of 

art themselves as a means of realizing or understanding 

aesthetic value (Smith, 1984). "Aesthetic capacity resides 

in a works elements relations, qualities, and meanings and 

in the peculiar unity, complexity and intensity that 

manifolds of such components project" (Smith, 1984). 

Sinatra, in a 1986 study, discouraged training 

students to becoming artists and suggested teaching them to 

respond to the aesthetic levels of meaning in the arts; 

music, painting, sculpture, architecture, film, etc. "On 

aesthetic levels, works of art draw the beholder to 



reconstruct ordinary meanings, through sensory feelings 

generated by the movement or texture of the piece" 

(Sinatra, 1986 ). 

Problems of Educational Achievement 
in Art History and Art Criticism 

Charles Dorn makes a statement in his article 

"Separate But Not Equal", about Manual Barkan's Transition 

in Art Education essay. Barkan predicted a renewed energy 

apparently emerging in the creative development of teaching 

materials and courses in art history and art criticism. 

Barkan made several claims in support of art history and 

art criticism and compared the creating of art to creating 

with verbal language. He advocated the need for students 

to develop artistic judgment through "acquaintance with and 

careful study of great works of art." 

Following Barkan's Theory, enthusiastic support for 

curriculum development and implementation dominated the 

literature. "There is also a risk that academicians begin 

to believe the material they read in their journals is also 

evident in school practice" (Dorn, 1980). The application 

of this theory of transition in art education, showed 

little change or manifestation of this practice. Dorn de

cided to make his own observations of the teaching of art 

history and art criticism. In the sixteen schools he vis

ited he found art history courses scheduled 



infrequently and taught by history or english instructors. 

No formal discussion or criticism of the traditional his

torical study content was included. This proved true in 

all sixteen schools visited (Dorn, 1980). 

Other studies showed that art history, criticism 

and appreciation are not accorded an appropriate 

intellectual status in schools and are at times neglected 

or taught under the guise or within the context of creative 

art (Medeja, 1980; Lanier, 1976). Eisner (1984) stated 

that art teachers tend to do what they know best and the 

professional training most art teachers receive heavily 

emphasizes studio courses." 

Eisner (1965) and Chapman (1969) also made contri

butions in this area challenging the claims made in lit

erature concerning the inclusion of historical/cultural as

pects of art in various high school curriculums. Results 

of tests conducted by Eisner generating responses of high 

school students' attitudes toward the arts in society and 

the understanding of critical judgment discussion, provided 

evidence that very little appreciation or knowledge in this 

area was obtained, substantiating earlier suppositions of 

this nature. 

Munro (1956) found that a significant number of 

programs that focus on the appreciation of art history and 



criticism in the high schools failed to expand beyond the 

level of shallow chronological surveys of art history. 

Zeller (1984), writing in his article "Let's Teach 

Art with Originals," claims that one problem is that there 

is not enough museum experience with actual works of art as 

part of the students' educational background. The art im

ages and reproductions available to the high school student 

are those images typically presented in the standard art 

history textbooks, primarily focusing on the big names, or 

most widely known popular works. Zeller advocates that ex

posure to the museum experience as part of the high school 

program is vital in the development and appreciation of the 

subject of art history and art criticism. 

Chapman (1969) investigated inadequacies in teach

ing materials and concluded that preparation and need for 

updated curriculum guides and materials are among the bar

riers to the acknowledgment of appreciation goals. Mittler 

(1980) stated that high school instructors, lacking assis

tance from art education texts or curriculum guides, turn 

to their limited experience in college and find that an ap

proach modeled after their own art history classes failed 

to genera's student involvement. Miller (1983) stated, 

"Once back in their own classrooms, because of lack of 

depth of knowledge and personal exposure to the arts, their 

teaching of the subject is really a watered down version of 
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the lectures they heard." Zimmerman (1984) felt that art 

teachers who fail to teach with the appropriate format and 

content have students that aren't learning, or, are not in

terested in learning about art. 

Mittler (1980) observed that students resent 

teachers who leave no class time for their own 

interpretation, meanings, and beliefs about art. The 

enormous scope of their exposure to and expected retention 

of teacher facts, artistic styles and historical periods 

discourage interest. 

Miller (1983) claims that school districts 

frequently list their primary goals and concerns for 

students— one of which encourages the acquiring of knowl

edge in the cultural arts; art, music, and drama, etc. She 

questions why, in light of these stated goals, they are not 

being taught this information. 

Galbraith (1985), Spomer (1985), and Miller (1983), 

looked at basic educational requirements. One particular 

concern is the elimination of art as a required course in 

junior and senior high school, and that students may com

plete four year college degree programs with no exposure to 

art courses. Broudy (1985) stated, "What is the situation? 

It is not yet among the required subjects. For another, 

the available courses may cover one, two, or several of the 
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arts. There is a variety of approaches and expected out

comes ." 

Interesting findings based on discussions with pub

lic school art teachers reveal that teachers did not take 

classes in art history and art criticism and felt they had 

no background knowledge to bring these subjects into their 

high school classrooms (Galbraith, 1986; Spomer, 1986). 

Ways of holding students' interest in the teaching of these 

subjects was proving to be unsuccessful (Miller, 1983). 

Art education faculties have been slow in de
veloping methodology to make art history and art 
criticism relevant to adolescent students. The art 
teacher reverts to the way he saw art history 
taught...as they face the room full of students 
their minds no back to the darkened lecture hall 
where countless slides were flashed on the screen 
and a voice in the dark delivered a lecture 
(Miller, 1983). 

Alternative Approaches to the Teaching 
of Art History and Art Criticism 

Rush (1984) discussed discipline-based art educa

tion "as a sequential curriculum integrating aesthetics, 

studio art, art history and art criticism—that is system

atic instruction grounded in the four components of the vi

sual arts discipline." Reviewing the major theme at the 

1965 Seminar for Art Education Research and Curriculum De

velopment at Penn State, Rush wrote of Barkan's idea of the 

concept of structure "in the context of the structure of a 

discipline and its meaning for education." His suggestion 



to participants was directed toward more innovative plan

ning methods that would utilize a discipline-based type 

format (Rush, 1984). Achieving consensus among established 

leaders affecting purposes of art education, many of the 

participants agreed that the primary source of art educa

tion content and knowledge is obtained from the areas of 

art history, art criticism, and studio production. Rush 

(1984) stated, "The contemporary term discipline-based art 

education was coined by Dwaine Greer, director of The Getty 

Institute for Educators on Visual Arts, to describe the 

consensus articulated by Barkan that already existed piece

meal in art education literature." 

Greer (1984) described discipline-based art educa

tion as focusing on art within general education and within 

the context of aesthetic education. "Four parent disci

plines—aesthetics, studio art, art history, and art 

criticism are taught by means of a formal, continuous, se

quential written curriculum across grade levels in the same 

way as other academic subjects" (Greer, 1984). Greer 

(1984) cited significant major writers in art education. 

Important contributions by Smith, Broudy, and Lanier to the 

aesthetic focus of art education; theory of the field de

scribed by Eisner; art criticism discussed by Feldman; 

Chapman emphasizing the role of art in the pop culture; and 

Lanier an advocate of art education without studio (Greer, 



1984). Greer also described the educational end-in-view 

for a discipline-based approach in sequence produced an 

evolution from a naive to a sophisticated understanding of 

art, taking into account students level of maturation and 

tasks ordered from simple to complex (1984). According to 

Greer, student's progress in learning and valuing the con

tent of art will be evident in their own artworks. 

Lanier (1968) advocated the idea of starting with 

what the students are most familiar with. He urges educa

tors to encourage understanding through students' own ar

tistic interests, and why and how they enjoy what they al

ready appreciate. He discusses the concept of canalization 

which concentrates on the comprehension level of the stu

dent. The students present art involvement and awareness 

is used as a focal point for developing a canalized art ap

preciation curriculum and exploring aesthetic responses. 

The canalized art appreciation method enables students to 

obtain numerous concepts necessary for understanding works 

of art or what is said or written about works of art. 

Lanier's "flow chart," designed to aid the viewer in seeing 

works of art through a series of screens, is found Figure 

1. 

Flint (1983) described a system in which students 

gain insight by making parallels with famous personages be

liefs and values. Out of classroom readings and 
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Object 
Viewer ABCDEFGHI (or work of art) 

A. What other people say about art and about the particu
lar work. 

B. The setting of the art work. 

C. How we have learned to see. 

D. How much we know about the elements and principles of 
design. 

E. What we know about the particular symbols used. 

F. What the art work reminds us of. 

G. How much we know about the history of the work. 

H. How we judge the work. 

I. What relationship the work has on our life. 

Figure 1. Lanier's Screens 
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biographies would be presented in class discussions. This 

enhances student awareness and appreciation of individuals 

whose images have been repeatedly utilized in art. 

For example, the equestrian statue of Marcus 
Aurelius is a work frequently discussed in the 
classroom. Yet the figure for all of its aesthetic 
and historical import remains the image of an 
individual whose true individuality remains largely 
inaccessible" (Flint, 1976). 

Russell (1982) discussed the importance of content 

and learning in developing and evaluating curricula. His 

scheme incorporates student journals with production ac

tivities and participation in class discussions. More 

stimulating ideas and an increase of knowledge retrieval 

would be learning outcomes. Journals would include photos 

and sketches to better document material covered in class. 

Judson (1983) encouraged frequent museum visits and 

presents one particularly interesting method to initiate 

student response. By taking students to a museum collec

tion of contemporary art, she asks them to find the ugliest 

art objects in the museum. By focusing on the negative as

pects of an art object, students will form an understanding 

of positive attributes. By approaching a method to ini

tiate student discussion of art from an art historical 

point of view, according to Judson, the idea of aesthetics 

may arise and perhaps the most intriguing question of all 

will be raised, "What is art?" 
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Gilliat (1983) incorporated the concept of habitua

tion, in which the students' appreciation is encouraged by 

frequent association with works of art. Important consid

erations are the length of time and exposure to the piece. 

Carefully chosen art reproductions are displayed in the 

classroom for specific lengths of time in order to make ef

fective the success of habituation. 

Another form of outlining the art curriculum can be 

found in beginning art dialogue—Broudy's Aesthetic Scan

ning, in which the sequence of the process moves from sen

sory properties, to formal, then expressive, and finally 

technical properties (Broudy, 1975). It is suggested as a 

particular approach that will provide the viewer with a 

means of analyzing the piece more efficiently. 

Aesthetic Scanning has four chronological steps. 

The first response will identify and describe completely 

the sensory properties of the object or work being scanned. 

Sensory properties include sizes, proportions, shapes, 

lines, textures, colors, values, and any other elements of 

design. 

The second response will discuss the ways in which 

the object is organized to achieve expressive power by 

identifying its formal properties. Formal properties are 

properties of organic unity and include theme, dominance, 
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rhythm variation, balance, evolution, and movement. How 

has the artist organized or distributed the elements art. 

The third response identifies the value import of 

the object by looking for its expressive properties. What 

is there about the object or work that evokes response? 

The students describe the mood of the object, the dynamic 

state of the object, and find which forms express these 

aspects. Social and psychological interpretations and 

expressions of values are responses within the category of 

ideal or ideal language. 

The fourth and final response involves the class 

realizing the significance of the object or work by identi

fying its technical properties. Speculating on how the ob

ject was made contributes to an awareness of technical de

tails further enhancing knowledge and appreciation of 

subject and work involved in making objects. 

A description of aesthetic scanning is found in Ap

pendix A. 



CHAPTER 3 

PROCEDURE 

General Description 

The discipline-based art history lessons presented 

in this thesis are specifically designed for secondary 

school adolescents. At the beginning of the semester, 

current and popular art interests of high school students 

will be used to orient the students to the subject of art. 

The purpose of this approach is to address an area or topic 

that initially appears familiar or relative to their 

artistic interests. Throughout the course of the 

semester, the instructor will progressively follow through 

with a series of art topics that appear more and more 

unfamiliar. 

Eight units will cover a time span of approximately 

sixteen weeks. Each unit will present a specific art topic 

and will consist of ten lessons. The ten lessons will 

cover a time span of two weeks. Concepts from art history, 

art criticism, and studio production are taught 

concurrently to interrelate and reinforce one another. A 

description of the eight units is contained in Appendix B. 

23 
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Teachers will refer to a "Daily Class Activity 

Instructions" handout. This handout, beginning with Day 

One and proceeding to Day Nine, describes the order in 

which the art history, criticism, and production activities 

will occur for each daily lesson. The instructor will 

follow directions exactly as indicated in this narrative 

description of daily activities. 

A sample lesson plan of one unit, describing 

specific materials, sizes of materials, artists' names, 

styles, reproductions, vocabulary words and images used for 

each day, is illustrated in Chapter 4 of this thesis. 

This 10 day lesson plan consisting of lesson 

specifics will be used in conjunction with the "Daily Class 

Activity Instructions" handout. Where "Daily Class 

Activity Instructions" call for an artist's name, style, 

visual analysis form, etc., the instructor will refer to 

the lesson plan and extract the specifics outlined for the 

activity of that particular day. All 10 day lessons will 

follow this outline exactly. 

Daily Class Activity Instructions 

Day One 

The first lesson of each art unit will introduce, 

by way of slides, films, or photographs, the art historical 

style and medium the class will be discussing. The unit 



25 

will include visual analysis, critical and historical 

analysis and a class production activity. 

Two handouts will be distributed in the classroom 

at the beginning of the first lesson. The first will be a 

summary of historical and cultural information—those 

factors that influenced the style currently under study. 

Five minutes will be allowed for the class to quickly scan 

the historical summary handout. As a group, the class will 

then look at portrait photographs of a major artist (an 

artist that was given credit for responding actively to the 

demands of popular art trends of the period, with respect 

to the social and political climate). Brief discussion 

among the students and questions concerning information on 

the historical test and data handout will occupy the fol

lowing ten to fifteen minutes. 

Students will then receive a second handout 

outlining the Aesthetic Scanning Operations (outlined in 

the Appendix B). Slides of a famous work of art will 

simultaneously be projected onto the screen. Students and 

instructor will analyze the slide in terms of the ideas 

generated by the first statement on the aesthetic scanning 

outline. The discussions will appropriately answer and 

follow throughout the entire scanning process. 

The remaining fifteen minutes of the class will 

involve instructor demonstrations and student production 



exercises. The instructor will introduce media to be used 

for the following week. Students will follow along with 

the instructor during this simple exercise. 

Day Two 

The second class lesson will prepare and organize 

the studio working area with pertinent materials, depending 

on the medium being used. Demonstration by the instructor 

wil1 implement the ideas and studio techniques for 

production activities. The particular size of canvas, 

newsprint or fine drawing paper for the first project will 

be suggested and discussed first. The medium used will be 

displayed on the demonstration tables, i.e., pen, pencil, 

charcoal, etc. 

The instructor will discuss two specific drawing 

criteria also included in evaluation criteria. The 

students must focus on these for the lesson of the day. 

Three famous slide reproductions and information 

about the artist will be discussed in terms of the 

historical/cultural influences of the work. This 

information will be incorporated and discussed 

simultaneously with the activities of production. 

Specific art vocabulary words will be defined and students 

will take notes. 
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Day Three 

The third class lesson will be divided into two 

twenty-five minute segments: (1) production activities, 

and (2) explanations of vocabulary words and 

historical/critical discussions. 

The first half of class will be an art production 

activity. Information regarding size, type, texture, and 

shape of working surfaces or materials will be given to 

students along with other production preparation 

instructions. During the second half of the class, 

aesthetic scanning properties will be discussed along with 

the artists' styles and most significant historical 

influences. 

Students will be encouraged to concentrate on the 

formal properties of their own studio projects while the 

instructor relates these to cultural and other stylistic 

influences. 

Day Four 

The fourth class lesson will be divided into two 

twenty-five minute segments. Students will continue with 

their studio projects, definition of vocabulary words, and 

historical/critical analysis discussions. 

The first half of class will be an art production 

activity. Size, type, texture, and shape of working 
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surfaces will have been discussed with other production 

preparation instructions. 

The second half of the class period, aesthetic 

scanning properties will be discussed along with artistic 

style and significant historical influences. Students will 

also be working on drawing criteria concepts and relating 

these concepts to their own studio activities, and 

participating in historical/critical discussions. 

Day Five 

The fifth class lesson will be divided into two 

twenty-five rainute segments. The first half of the divided 

class period will include locking at various artists of the 

style under study and important historical facts concerning 

stylistic influences. Scanning properties will also be 

incorporated in the discussion including the identification 

of sensory or formal properties in the piece. 

The production activity in the second half of the 

class time will include using specific working surfaces and 

designated art medium tools. The instructor will 

demonstrate elements of art and principles of design. 

Students will experiment with applying the design 

principles to production projecte. 
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Vocabulary words, images, and criteria for final 

compositions are incorporated in discussions during both 

twenty-five minute class segments. 

Day Six 

The sixth class lesson will again be divided into 

two twenty-five minute segments. The first half of the 

class period will involve looking at artists* techniques, 

and the most significant historical facts influencing their 

work. 

The production activity will involve using specific 

working surfaces and assigned art medium tools. The in

structor will demonstrate elements of art and principles of 

design and show how these relate to sensory and lormal 

properties of aesthetic scanning. Students will experiment 

with the technique of using certain design principles on a 

canvas surface. 

Vocabulary words, images und criteria for final 

composition are incorporated in all discussions during each 

twenty-five minute segirent of the class. 

Days Seven and Eight 

During the seventh and eighth days of the unit 

students will, as a group, look at their collective art 

work, complete or incomplete. The instructor and students 
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will discuss questions concerning the nature of art and the 

nature of the aesthetic response. Students can be directed 

to supplemental references such as: Aesthetic from Classi

cal Greece to the Present by Monroe Beardsley; The Aes

thetic Field by Arnold Berleant; Art as Experience by John 

Dewey; The Arts We See by Vincent Lanier; and A Modern 

Book of Esthetics by Melvin Rader. Concepts contained in 

one or two of these books will be discussed in class. 

As a group, student works of art will be viewed and 

discussed in comparison to ordinary three dimensional ob

jects around the room. 

Vocabulary word discussion will include aesthetic 

experience and aesthetic response. A production 

demonstration and a class studio activity will fill the 

remaining fifteen minutes of class. 

Day Nine 

During the ninth lesson of the unit the students 

will be required to write a short comparison essay. They 

will be asked to identify the sensory, formal, and 

expressive properties of both slide reproductions, and 

their own displayed art works. They will also be expected 

to define vocabulary terms. 

The final twenty minutes of class time will be 

used for the completion of final projects. 
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Day Ten 

During the last class period of each unit a quiz 

will be given on the historical and factual content of the 

topic under study. Slides will be shown, and students will 

be instructed to identify, in writing, art'sts, origin of 

styles, and dates. A two to four sentence explanation 

exhibiting knowledge gained from class discussions, study 

handouts, and instructor input concerning political 

influences, will be required. 

The last twenty minutes of class the students will 

continue working on their final production projects. 

Art Production Expectr ions 

Depending upon student's personal pace, two or 

three works of art will be completed by the final day of 

each unit (Friday). The students will have begun 

production activities from basic experimental problems and 

continued to the completion of a project in the assigned 

medium. This must be handed in on the following Monday. 

Evaluation procedures will consist of a list of 

criteria that students will have discussed and reviewed 

throughout the sessions. Students are expected to fulfill 

the criteria requirements in order to be adequately 

evaluated. 
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Lesson Structure 

A detailed description of specific names, styles of 

art, materials, vocabulary words, historical and critical 

factors, make up the content in these discipline-based art 

history lessons. The active participation of students in 

these class activities will affect the learning of this 

content. 

By participating in the role of art critic, the art 

historian, and the artist, students gain proficiency in the 

three main areas of artistic endeavor: 

Visual Analysis...By observing and analyzing 
objects and illustrations of objects in the en
vironment, students learn to attend to visual 
characteristics of the subject matter than can be 
represented and manipulated in their own work. 

Production...Beginning with simple techniques, 
students learn to work with a variety of art ma
terials to create their own individual art works. 

Critical analysis...Students also observe and 
discuss the works of mature artists and begin to 
acquire the means to analyze and evaluate works and 
place them in their appropriate cultural and his
torical context (SWRL, Educational Research and 
Development, 1982). 
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Description 01 Art Lessons 

UNIT: 1 
TOPIC: Abstract Expressionism 
LESSON: 1 

LEARNING OBJECTIVES: Upon completion of this class lesson, 
students will have been introduced to nonrepresentational 
forms of Willam de Kooning. Students will have a beginning 
understanding of nonrepresentational forms and will have a 
understanding of Abstract Expressionism as an art style in 
terms of historical/cultural influences. They will have 
observed free form, gestural drawing techniques and have 
discussed vocabulary. Demonstration will be related to 
compositional design and how medium is used to create 
formal properties. 

VISUAL ANALYSIS: Nonrepresentational Forms 

VOCABULARY WORDS: Line Quality: large, gestural, 
free-form 

Organization: balance 

VOCABULARY IMAGES: Slides of Willam de Kooning (i.e., The 
Pink Angel) 

ART PRODUCTION ACTIVITY 

Materials: Conte crayon and charcoal, newsprint paper 
18x24" in size 

CULTURAL/HISTORICAL/CRITICAL ANALYSIS: Aesthetic Scanning 
principles will be applied to a Willam de Kooning slide. 
Instructor will include the political and historical/ 
cultural factors that influenced his style: Dates, World 
War II, Paris as an art center, Surrealism and its 
influence on Abstract Expressionism. 

DEMONSTRATION: Instructor will demonstrate various ways of 
handling charcoal and conte crayon on surfaces of drawing 
paper (i.e., large gestural and/or freehand manner). 
Instructor will use medium to show how formal properties 
are used, (i.e., balance) as in DeKooning works. 

CLASS ACTIVITY: Students will set up newsprint paper, 
charcoal and conte crayon working area and experiment with 
drawing large, gestural lines. Students will experiment 
with compositional balance, equally distributing large 
gestural lines throughout composition. 
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EVALUATION: Students will complete three drawings on 
18x24" newsprint paper. 

Two drawings will include: 
- nonrepresentational forms 
- many gestural lines using charcoal 
- fill space in picture plane 
One drawing will include: 
- large, free form gestural lines equally distributed 

within the composition (balance) using conte crayon 

and charcoal. 
- 4-6 nonrepresentational forms 

Final projects in de Kooning manner of working will include 
nonrepresentational forms with gestural freehand ways of 
expressing line. 
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UNIT: 1 
TOPIC: Abstract Expressionism 
LESSON: 2 

LEARNING OBJECTIVES: Upon completion of this class session 
students will have learned the expressive properties 
characteristic of Rothko's ambiguously shaped forms; his 
subtle, tranquil style, and the historical factors 
involved. Students will have experimented with orange and 
green thinly diluted acrylic paint on newsprint paper. 
Students will have learned, defined, and noted vocabulary 
words in journals. They will have observed instructor 
demonstrating subtle and gentle use of artist materials. 

VISUAL ANALYSIS: Nonrepresentational forms and organic 
shapes 

VOCABULARY WORDS: Organic shapes, loose application, 
tranquil, subtle, large masses of color and shape. 

VOCABULARY IMAGES: Slides of Mark Rothko works (i.e., 
Orange Yellow Orange), and photographs of sunrise and 
sunsets. Slide of Gorky's painting The Bethrothel, for 
comparison. 

ART PRODUCTION ACTIVITY 

Materials: 18x24" size newsprint paper pad; red, orange 
and gree- acrylic paint, water can for brushes; 2 - 1/4" 
sable brushes; 1 - 1" sable brush. 

CULTURAL/HISTORICAL/CRITICAL ANALYSIS: Students and 
Instructor will view and discuss scanning expressive 
properties of Rothko's work of art and the historical dates 
of time and influences on his mystical, tranquil style. 
This will be contrasted with energetic style of de Kooning. 
Discussion of artists nationality (Russian) and his 
associates—Gorky, Haufmann, will be included. 

DEMONSTRATION: Exploring 'extremities'. Instructor will 
apply diluted acrylic color on surface, very subtly, 
softly, loosely, in large organic masses with wide brush, 
exhibiting tranquil effects of shape and color. Use of 
control in handling materials will be stressed. Entire 
composition will be filled. 
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CLASS ACTIVITY: Students will use wide brushes and apply 
thinly diluted acrylic color to paper surface, repeating 
large organic masses of color and shape. Students will 
think of handling materials in a subtle manner to create 
tranquil effects. They will repeat this exercise several 
times. Entire composition will be filled. 

EVALUATION: Students will complete two drawings on 18x24" 
newsprint paper. 

Both drawings will include: 
- two acrylic colors pigments, thinly diluted, and 
- organic masses of color and shape. 
One of the drawings will include: 
- an additional color pigment, thinly diluted, 
- large shapes exhibiting loose application of 

color, 
- tranquil serene application to affect mood (apply 

paint subtly, softly; no boldness), and 
- the entire composition filled in. 

Final projects in Rothko's manner of working will include 
organic shapes, subtle use of two colors, large masses and 
tranquil in mood (soft, subtle application of colors). 
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UNIT: 1 
TOPIC: Abstract Expressionism 
LESSON: 3 

LEARNING OBJECTIVES: Upon completion of this lesson, 
students will have learned sensory and formal properties in 
relation to two abstract expressionist artist's works. 
Students will have experimented with compositional design 
(formal properties of movement and rhythm) in their own 
production projects. Vocabulary words will have been 
included in all activities and students will have been 
asked to describe major concepts using pertinent 
vocabulary. 

VISUAL ANALYSIS: Nonrepresentational forms, and distorted 
images 

VOCABULARY WORDS: Line Quality: gestural, dynamic, 
energetic 

Organization: movement, rhythm, 
distortion of images 

VOCABULARY IMAGES: Slide of de Kooning painting, Woman and 
Bicycle; and Jackson Pollack painting, Number 9. 

ART PRODUCTION ACTIVITY 

Materials: Newsprint paper 18x24", stretched canvas for 
the following day, three acrylic paint color pigments— 
green, yellows, and one shade of blue; one sturdy 1/2" 
size brush (short bristles), water can, rags, palette, 
sponge, palette knife. 

CULTURAL/HISTORICAL/CRITICAL ANALYSIS: During the second 
half of the class, the instructor and students will discuss 
sensory and formal properties of de Kooning and Pollack 
slide reproductions. Instructor will briefly state 
significant historical factors influencing the popularity 
of de Kooning's Dutch born influences and Pollack's 
popularity with the "Art of This Century Gallery." 

DEMONSTRATION: Instructor will demonstrate the idea of 
dynamism in abstract techniques, applying line and color 
gesturally and energetically with paint brush. Vaguely 
recognizable images will be painted (i.e., simple 'stick 
figure' trees, people, apples, etc.). Instructor will 
abstract these images by pulling apart or stretching with 
sponges, rags, or palette knife. Images will be abstracted 
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with large bold lines and color creating a web of 
continuous movement and rhythm in compositional design. 
Entire composition will be filled. 

CLASS ACTIVITY: Students will spend first half of class 
painting with assigned colors on newsprint paper. Students 
will work with elements of art-color, line, shape-using 
energetic gestural motion of arm and hand, stretching and 
pulling apart images with rags, sponges, or palette knife. 
Focus will be on formal properties of movement and rhythm 
for arranging compositional elements. Students will fill 
in compositional space. 

EVALUATION: Students will complete (for this lesson) two 
drawings on 18x24" newsprint paper. 

Both drawings will include: 
- three colors (green, yellow, blue), and 
- composition will be completely filled in. 
Drawing One will include: 
- gestural and dynamic lines. 
Drawing Two will include: 
- dynamic lines, 
- distortion of images (using materials listed in 

demonstration), and 
- line direction and shape creating movement to 

the composition. 

Final projects in de Kooning manner of working will include 
dynamic and energetic lines, distortion of images and 
compositional design element (movement or rhythm). 
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UNIT: 1 
TOPIC: Abstract Expressionism 
LESSON: 4 

LEARNING OBJECTIVES: Upon completion of this lesson, 
students will have discussed sensory and formal properties 
in relation to two abstract expressionist artist's works. 
Students will have experimented again with compositional 
design elements of rhythm and movement in their own 
production projects. Vocabulary words will have been 
included in all activities and students will have been 
asked to describe major concepts using pertinent 
vocabulary. 

VISUAL ANALYSIS: Nonrepresentational forms, and distorted 
images 

VOCABULARY WORDS: Shapes: abstract images 
Line Quality: energetic, dynamic, 

free-style 
Organization: rhythm, movement 

VOCABULARY IMAGES: Slide of de Kooning's painting, Black 
Friday. 

ART PRODUCTION ACTIVITY 

Materials: Newsprint paper 18x24", stretched canvas 
three acrylic paint color pigments—green, yellows, and 
one shade of blue; one sturdy 1/2" size brush (short 
bristles), water can, rags, palette, sponge, palette 
knife. 

CULTURAL/HISTORICAL/CRITICAL ANALYSIS: During the second 
half of class, the instructor and students will review 
sensory and formal properties of de Kooning and Pollack 
slide reproductions. Instructor will review significant 
historical factors influencing the popularity of de 
Kooning's Dutch born influences and how these influences 
have effected his style. 

DEMONSTRATION: Instructor will demonstrate dynamic, 
gestural and energetic use of line. Size and type of brush 
is listed under MATERIALS. Vaguely recognizable images 
will again be used to manipulate and abstract media and 
subject ideas (i.e., simple 'stick figure' trees, people, 
apples, etc.). Instructor will abstract images with 
sponges or rags using color and large bold lines to create 
a web of energetic movement and rhythm. 
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CLASS ACTIVITY: Students will spend first half of class 
painting on paper. Students will work with elements of 
art- color, line, shape—experimenting with the idea of 
creating dynamic energetic lines and shapes, abstracting 
these images by pulling apart with sponges, rags, and pal
ette knife. Focus will be on formal properties of dynamic 
movement and rhythm. 

EVALUATION: Students will complete three painted drawings 
on newsprint paper using brushes listed. 

Drawing One will include: 
- dynamic lines - lines applied energetically 

creating an intertwining movement in composition, 
and 

- two colors (green and yellow). 
Drawing Two will include: 
- abstract, energetic lines and shapes (using 

abstraction techniques observed during 
demonstration), and 

- three colors will be used (green, yellow, and 
blue). 

Drawing Three will include: 
- free-style (gestural) lines, 
- focus on rhythm and movement of lines and shapes 

(discussed in Drawing One criteria), 
- four energetic shapes and two colors (blue and 

green). 
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UNIT: 1 
TOPIC: Abstract Expressionism 
LESSON: 5 

LEARNING OBJECTIVES: Upon completion of this lesson 
students will be able to recognize and integrate the formal 
and expressive properties in a work of art. Because the 
use of the elements of art are much more limited in Kline's 
work, students will be able to relate more thoroughly, 
compositional design principles to the formal and 
expressive properties of aesthetic scanning. Students will 
have observed instructor demonstrating with use of 
vocabulary words to describe procedure. Students will have 
learned the historical and art cultural factors that 
influenced Franz Kline's manner of working. 

VISUAL ANALYSIS: Calligraphic decorative quality of line, 
Symbol-like images. 

VOCABULARY WORDS: Line Quality: bold, symbol-like images 
Organization: dominance and balance 
Expressive Mood: starkness; sterile 

like extremes 

VOCABULARY IMAGES: Slides of Franz Kline works, 
photographs of form and line problems. Character images of 
Oriental artist's technique. 

ART PRODUCTION ACTIVITY 

Materials: Newsprint pad and heavy, quality fiber 
drawing paper 24x36", 1 1/2" and 2" wide, short 
bristle, firm brush, black and brown acrylic paint. 

CULTURAL/HISTORICAL/CRITICAL ANALYSIS: Instructor and 
students will discuss the formal properties of aesthetic 
scanning operations in Franz Kline's paintings. Included 
in the discussion will be two elements of art—size, 
coloi—and how this influences expressive and technical 
properties. Historical factors will include discussing the 
influence of Rothko and Gotlieb on Kline's works. 
Influences of the Chinese Character idea after the war on 
Kline's work is also significant. 

DEMONSTRATION: Instructor will focus on the limited use of 
line-shapes and the use of symbol-like imagery while 
demonstrating bold harsh contrast of black strokes on white 
background. Instructor will demonstrate the use of balance 
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in compositional design and point out the dominant aspects 
of the form. These ideas will be related to formal 
properties. Instructor will specify how the formal 
properties in this manner of working influence expressive 
properties. Instructor will point out the specific idea of 
expressing a mood or feeling in this style of painting. 
The idea is to create an atmosphere of sterility or cold 
starkness. 

CLASS ACTIVITY: Students will begin working on newsprint 
paper and experiment for fifteen mi? es with the stark, 
sterile extreme idea of Franz Kline. The use of wide 
bristle brushes, black paint on white background, bold, 
wide and symbol-like images will be production techniques 
students will concentrate on. Students will also focus on 
the dominant aspect of this symbol-like imagery. The 
limited use of black on white paper will create a feeling 
of cold starkness and sterility. 

EVALUATION: Students will complete three drawings on 
newsprint paper. All drawings will include black paint on 
white background. 

Drawing One will include: 
- limited use of line and shapes (boldly rendered). 
Drawing Two will include: 
- bold lines and shapes and focus on a dominant 

feature in the form and creating balance or sense 
of equilibrium. 

Drawing Three will include: 
- symbol-like images creating a feeling of 

starkness of design (limited use of line, color, 
space, etc.). 

Final projects in this technique of working will include: 
boldness, limited use of line-shapes (creating a stark 
expressive feeling) large in size, use of black paint on 
white background. 
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UNIT: 1 
TOPIC: Abstract Expressionism 
LESSON: 6 

LEARNING OBJECTIVES: Upon completion of this lesson 
students will have reviewed the previous days discussion of 
sensory, formal and expressive properties in a work of art. 
Because the use of the elements of art are much more 
limited in Kline's work, students will be able to 
incorporate and combine the formal and expressive 
properties of aesthetic scanning more easily. Students 
will have again observed the instructor demonstrating use 
of color, line, shape - in relation to compositional 
design. Students ill have answered questions .jncerning 
the art cultural factors that influenced Franz Kline's 
manner of working. 

VISUAL ANALYSIS: Calligraphic decorative quality of line, 
Symbol-like images. 

VOCABULARY WORDS: Line Quality: bold, symbol-like images 
Design Principle: dominance, harsh 

contrasts 
Feeling or Mood: stark, sterile 

atmosphere 

VOCABULARY IMAGES: Slides of Franz Kline works, (i.e., 
Chief), photographs of form and line problems. Character 
images of Oriental artist's technique. 

ART PRODUCTION ACTIVITY 

Materials: Newsprint pad and heavy, quality fiber 
drawing paper 24x36", 1 1/2" and 2" wide, short bristle, 
firm brush, black and brown acrylic paint. 

CULTURAL/HISTORICAL/CRITICAL ANALYSIS: Instructor will 
continue discussing, from the previous day's activity, the 
formal properties of scanning operations in Franz Kline's 
paintings. Instructor will include one element of art— 
shape—and how this influences expressive and technical 
properties. Historical factors will include discussing the 
influence of Rothko and Gotlieb on Kline's works. Review 
of the Chinese Character idea after the war on Kline's work 
will be included. 

DEMONSTRATION: Instructor will again demonstrate using u\e 
harsh contrast of black strokes on white background. 
Instructor will demonstrate abstract symbol-like images 
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with limited use of shape and line. Focus will also be on 
rendering a dominant feeling as Franz Kline intended to do 
in this manner of working. Materials used are listed 
above. 

CLASS ACTIVITY: Students will work on finer quality 
drawing paper (rag or rice) concentrating on bold, 
symbol-like images that dominate the composit: ̂ n. The 
contrast of black paint on white paper will exemplify the 
stark sterile feeling atmosphere of Kline's manner of 
working. Students will use wide, firm, short bristle 
brushes, newsprint paper, and finer quality rice paper for 
assignment projects. 

EVALUATION: Students will complete two drawings, one on 
newsprint paper, one on finer quality (rice) paper. All 
drawings will use bold lines and shapes. All drawings will 
use harsh contrasts of black paint on white background. 

Drawing One will include: 
- symbol-like imagery expressing feeling or mood 

(limited use of color, shapes, etc.; starkness). 
Drawing Two will include: 
- shapes and lines arranged so that one aspect of 

the form appears very dominant. 
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UNIT: 1 
TOPIC: Abstract Expressionism 
LESSON: 7 

LEARNING OBJECTIVES: Upon completion of this lesson, 
students will have been introduced to aesthetics and a 
discussion on the idea of the aesthetic experience. 
Students will have attempted to look at their own works of 
art as well as other three-dimensional objects from an 
aesthetics viewpoint and identify the feeling experience 
brought on by these objects or events. 

VISUAL ANALYSIS: Nonrepresentational forms, Organic 
shapes, Symbol-like images, Ordinary three-dimensional 
objects, Film of changes and workings of nature—wind, 
rain, etc. 

VOCABULARY WORDS: Aesthetics, aesthetic experience, 
philosophy of aesthetics (includes vocabulary words from 
previous lessons), dynamic states, mood language, expres
sive properties. 

VOCABULARY IMAGES: Students beginning drawings 
(reproductions of de Kooning, Rothko and Kline), students' 
unfinished paintings, films, and objects in the classroom 
in terms of describing the feelings invoked by these 
objects. 

ART PRODUCTION ACTIVITY 

Materials: Supplemental references and excerpts chosen 
and discussed as a class: Beardsley, Berleant, Dewey, 
Rader, and Lanier. Four large cans of regular house paint 
and floor size canvas. 

CULTURAL/HISTORICAL/CRITICAL ANALYSIS: Instructor will 
discuss aesthetic scanning processes in relation to the 
aesthetic response idea in discipline-based art education. 
Instructor will incorporate scanning principles with the 
discipline of aesthetic and its nature. Questions concern
ing the nature of art and why objects or events are experi
enced aesthetically will be raised. Class will be discuss
ing these concepts while viewing their own art work. 

DEMONSTRATION: Instructor and students will participate in 
identifying emotional feeling responses upon looking at. an 
object or an event that produces a response (i.e., instruc
tor and students will drip paint from large cans onto 
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gigantic canvas). As a result of applying a carefully ar
ticulated arrangement of the compositional elements of de
sign onto the canvas surface, students and instructor, upon 
completion of this activity, will list those aspects of the 
work of art that evoke feelings of an expressive nature -
those characteristics that evoke qualities of mood language 
or dynamic states. 

CLASS ACTIVITY: Class will participate in above activity 
with instructor. 

EVALUATION: Students will write down the characteristics 
of formal properties that produce a response to this activ
ity and/or the completed work of art, in terms of: 

Mood Language: somber, menacing, frivolous 

Dynamic States: tension, conflict, relaxation 

List one to two dynamic state qualities. 
List one to two mood language qualities. 
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UNIT: 1 
TOPIC: Abstract Expressionism 
LESSON: 8 

LEARNING OBJECTIVES: Upon completion of this lesson, 
students will have reviewed the idea of aesthetics and the 
aesthetic experience. Students will have attempted to look 
at their own works of art as well as other 
three-dimensional objects from an aesthetics viewpoint and 
identify the feeling experience brought on by these objects 
or events. 

VISUAL ANALYSIS: Nonrepresentational forms, Organic 
shapes, Symbol-like images, Ordinary three-dimensional 
objects, Film of changes and workings of nature—wind, 
rain, etc. 

VOCABULARY WORDS: Aesthetics, aesthetic experience, 
philosophy of aesthetics (includes vocabulary words from 
previous lessons), dynamic states, mood language, expres
sive properties. 

VOCABULARY IMAGES: Students beginning drawings, unfinished 
paintings, films, and objects in the classroom in terms of 
describing feelings invoked by these objects will be used. 

ART PRODUCTION ACTIVITY 

Materials: Supplemental references and excerpts chosen 
and discussed as a class: Beardsley, Berleant, Dewey, 
Rader, and Lanier. Four large cans of regular house paint 
and floor size canvas. 

CULTURAL/HISTORICAL/CRITICAL ANALYSIS: Instructor will 
continue discussing scanning processes and how these 
principles are used in the discussion of aesthetics. 
Questions concerning the nature of art, and why objects or 
events are experienced aesthetically will continue from the 
previous day's discussion. Class will be discussing these 
concepts while viewing their own art work. 

DEMONSTRATION: Instructor and students will repeat and 
once again participate in the activities and exercises 
planned for Lesson 7. Instructions for Lesson 8 demonstra
tions are identical to those listed in Lesson 7, DEMONSTRA
TION. 

CLASS ACTIVITY: Instructions for Lesson 8 class activity 
are identical to those listed in Lesson 7, CLASS ACTIVITY. 



EVALUATION: Students will again, individually be required 
to write down the characteristics of formal propertites 
that produce a completed work of art, in terms of: 

Mood Language: somber, menacing, frivolous 

Dynamic States: tension, conflict, relaxation 

List one to two dynamic state qualities differing from the 
ones listed from the previous day's exercises. 

List one to two mood language qualities differing from the 
ones listed from the previous day's exercises. 
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UNIT: 1 
TOPIC: Abstract Expressionism 
LESSON: 9 

LEARNING OBJECTIVES: Upon completion of this lesson 
students will have successfully described in essay form, 
the principles of aesthetic scanning. Lesson nine of every 
unit is set aside for testing: identifying and analyzing 
sensory, formal, expressive and technical properties of 
slides projected onto the screen. 

VISUAL ANALYSIS: Instructor will choose from these 
categories (Lessons 1-7): Organic shapes, 
nonrepresentational forms, or bold symbol-like images. Two 
of these will be chosen for slide identification 
explanations. 

VOCABULARY WORDS: Vocabulary words chosen will be 
determined by the visual analysis category selected for 
slide identification. Each visual analysis category 
corresponds to one of the lessons. Each has related 
vocabulary words. 

VOCABULARY IMAGES: Slides of abstract expressionist 
artists 
Works: Willam de Kooning, Mark Rothko or Franz Kline. 

ART PRODUCTION ACTIVITY 

Materials: The remaining 15-20 minutes of class the 
students will continue working on studio projects using 
materials chosen, size of working surface, colors and 
types of brushes from Lessons 2-7. 

CULTURAL/HISTORICAL/CRITICAL ANALYSIS: Students will be 
allowed 35 minutes to write a short essay identifying the 
sensory, formal, expressive and technical properties of two 
abstract expressionist artists: Willam de Kooning and Mark 
Rothko. Students will accurately distinguish between the 
four scanning properties and the characteristics of each. 
Students knowledge of these concepts will have been 
acquired through repeated use of the scanning operations 
handout- used during production activities critical and 
historical discussions, as well as aesthetics discussion. 

DEMONSTRATION: Instructor will continue to demonstrate 
techniques and media uses for individuals needing 
assistance or suggestions. Demonstration of materials and 
concepts by day 9 will primarily be on a one-to-one basis. 
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CLASS ACTIVITY: Students will continue working, after 
completion of the test, on studio projects for final. 

EVALUATION: An example of student's final projects will 
include the artists' styles and criteria. Franz Kline 
[bold, stark, black and white, large canvas, expressive 
properties (mood)]; or Mark Rothko (tranquil, organic 
shapes, thin washed pigment, soft, subtle shape and color, 
large and mood). 
Students will have completed two full compositions by the 
end of this unit, choosing a manner of working similar to 
de Kooning, Rothko or Kline. Students will use materials 
listed, and will choose canvas or finer quality drawing 
paper for finals. 
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UNIT: 1 
TOPIC: Abstract Expressionism 
LESSON: 10 

LLARNING OBJECTIVES: Upon completion of this lesson 
students will have successfully described the cultural, 
factual, historical information influencing the popularity 
of this style and these works. Lesson 10 of every unit is 
set aside for testing; identifying artist, date, style, and 
political/cultural influences. 

VISUAL ANALYSIS: Instructor will choose from these 
categories: (Lessons 1-7). Bold, symbol-like organic or 
amorphous shapes, nonrepresentational forms. Students will 
identify and discuss three slides on the screen. 

VOCABULARY WORDS: Gestural, Energetic, 
Nonrepresentational, Stark, Organic Shapes, Dynamism, 
Tranquil. 

VOCABULARY IMAGES: Slides of abstract expressionist 
artists works: Willam de Kooning, Mark Rothko, and Franz 
Kline. 

ART PRODUCTION ACTIVITY 

Materials: For the remaining 15-20 minutes of class 
students will continue working on studio projects using 
materials chosen size of working surface, colors and 
types of brushes from Lessons 2-7. 

CULTURAL/HISTORICAL/CRITICAL ANALYSIS: Students will be 
allowed 35 minutes to write short essay answers identifying 
style, artist name, date and painting, and date that style 
was considered popular. A brief explanation, concerning 
political influences of the artist subject matter, etc., 
will be required. Students will also include artist's 
contemporaries and previous style influences. Works of de 
Kooning, Rothko, and Kline will be shown. 

DEMONSTRATION: Instructor will continue to demonstrate 
techniques and media used for individuals needing 
assistance or suggestions: Demonstration of materials and 
concepts by day 10 will primarily be on a one-to-one basis. 

CLASS ACTIVITY: With the remaining time students will 
continue working, after completing exam, on studio 
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projects. Final production projects will be completed over 
the weekend of every other week and turned in the following 
Monday. 

EVALUATION: Students final projects will include these 
artists' styles and criteria. Mark Rothko (tranquil, 
serene, organic shapes, soft, subtle shape and color, fill 
in background, large and mood, i.e., Franz Kline (bold, 
stark, black and white, large canvas, expressive 
properties). Willam de Kooning (bold, energetic, dynamic 
distorted images, free-style line and shape, gestural 
techniques, three to four acrylic colors and completely 
filled in background. 
Students will have completed two compositions choosing one 
of these artists' manner of working. 
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Main Concepts Learned for Each Lesson 

Upon completion of each lesson, students will have 

gained a clear understanding of basic concepts learned for 

each domain of the art learning discipline. A chart 

outlining the main concepts learned in the areas of art 

history, art criticism, art production, and aesthetics for 

the ten day lesson plan is contained in Appendix C. 



CHAPTER 4 

CONCLUSION 

The eight discipline-based art history units, each 

containing ten daily lessons, are designed to expose stu

dents to numerous art vocabulary and visual analyses in art 

historical and critical discussions. Additionally, stu

dents will be working simultaneously with studio and art 

production activities given sufficient time to experiment 

in many different media. Each art unit, having very spe

cific instructions and guidelines, has been developed to 

meet the comprehension levels and interest needs of high 

school students. 

It is apparent from the literature that high school 

adolescents, for various reasons have problems learning art 

history and art criticism. The lesson plans outlined in 

Chapter 3 of this thesis illustrate a possible strategy to 

this end. Only by testing this kind of approach can ex

pected outcomes, such as differences in students' reten

tion, performance, comprehension, and achievement be deter

mined. A testing procedure outline is contained in 

Appendix D. 
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APPENDIX A 

MAKING AN INFORMED AESTHETIC RESPONSE 

First, carefully look and/or listen, note what ac

tually exists within a object or event, and then identify 

as completely as possible the charcter of its Sensory Prop

erties (qualities which can be seen, felt, or heard). 

In art, identify the nature of elements such 
shapes (square-round), lines (thick-thin), values 
(dark-light), textures (coarse-smooth), colors 
(bright-dull), size (large-small), space (deep-
shallow) , etc. 

In dance, observe body gestures (curved-
angular), movements (fast-slow), space (open-
contained ), etc. 

In drama, observe elements such as vocal quali
ties (cadence, quiet-shrill), body movement (fast-
slow), costumes and sets (sober-bold, realistic-
abstract ), etc. 

In music, identify the nature of aural qualities 
such as pitch (high-low), tempo (fast-slow), dura

tion (long-short), dynamics (loud-soft), etc. 

Second, respond to ways in which sensory properties 

are organized within an object or event by identifying the 

character of its Formal Properties (try to answer the fol

lowing questions as the work is experienced). 

To what extent is each element necessary? What 
is the nature of the movement (real or imagined) 
from one part to another thereby contributing to a 
sense of evolution and unity? How is the sense of 
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unity maintained even though elements may vary, 
achieving unity through variety? 

Are there some elements which are more dominant 
than others, a hierarchy of elements? Which ele
ments appear to be most dominant thereby contribu
ting to the major theme? How is the variety 
achieved in the repetition of these elements which 
results in thematic variation? 

How is equilibrium maintained between and among 
both similar and diverse parts which results in a 
sense of balance? What rhythmical qualities are 
created when mode of balance and thematic variation 
are combined? 

Third, reflect upon both the nature of the existing 

sensory properties and the ways they appear to be organized 

and then speculate about the possible meanings of an object 

or event by identifying is Expressive Properties. 

Aesthetic objects and events possess presenta
tional (faces, trees, environmental sounds, fami
liar movements, etc.) and/or metaphorical-symbolic 
characteristics which evoke response from one's 
storehouse of images and, when combined with sen
sory and formal properties, translate into perva
sive qualities such as: 

Mood Language - nuances of feelings describable 
in terms such as somber, menacing, frivolous, etc. 

Dynamic States - arousing a sense of tension, 
conflict, relaxation, etc. 

Idea and Ideal Language - interpretation of 
social or psychological events and beliefs, and/or 
expressions of courage, wisdom, etc. 

Finally, one can also be attracted to an object or 

event and attempt to identify how it was created because of 

the significance of its Technical Properties. 



Attending to the extraordinary surface texture 
created by an impasto application of paint or the 
richly patterned sounds produced by the pizzicato 
plucking of violin strings are examples of reacting 
to the technical aspects of art forms. Knowing how 
something is made is often important to aesthetic 
perception, however, aesthetic responses and judg
ments can be made without sue lwareness if other 
properties are considered. 



APPENDIX C 

DESCRIPTION OF ART 

Eight Units Each Containing Two Ten Day Sessions 

ART UNIT 1 and 2 TOPIC: ABSTRACT EXPRESSIONISM 

VISUAL ANALYSIS ART PRODUCTION CULTURAL/HISTORICAL/CRITICAL ANALYSIS 

Nonrepresenta-
tional forms, 
organic shapes, 
free or loose 
arrangement of 
organic shapes, 
calligraphic 
quality of line, 
distorted pro
portion of ima
ges, imaginary 

figures using 

color, line, 
shape. 

Using various 
media for ex
perimenting 
with abstract 
expressionists 
ideas; paint, 
charcoal, pen
cil, wood, 
block printing, 
and finger ap
plication of 
acrylic paint, 
and pastels. 

Analysis of paintings by famous 
American Abstract Expressionist ar
tists. Analyzing various subject 
matter ideas: abstract drip paint
ing, gestural figuration drawing, 
vague forms and spacial experimenta
tion, symbolike images, etc. 

VISUAL ANALYSIS 
VOCABULARY WORDS 

Nonrepresentational 
Abstract Expressionism 
Continuous Dynamic 
Freestyle 
Organic shapes 
Symbols 

Bold 
Tranquil 
Distorted 
Psychic Automatism 
Surrealism 
Drip Painting 
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VOCABULARY IMAGES: 

Slides of American Abstract Expressionists works. 
Photographs of objects in nature-zoomed in close-up. 
Isolating abstract patterns on actual surfaces--in the classroom. 

PRODUCTION ACTIVITY 
MATERIALS: 

Charcoal 
Acrylic Paint 
Two Canvases 
Conte Cr~yon 
Pad of Newsprint Paper 
Watercolor Paints 

DEMONSTRATION: 

Rags 
Water Can for Brushes 
Sable Brushes 
Sponge 
Pastels 

Instructor will demonstrate various ways of handling ~edium on 
surface of drawing paper. Large gestural, nonrepresantational line 
and shape movements, emphasizing motion of the hand ·and arm (using 
conte crayon and charcoal), will be demonstrated. 
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A heavily soaked wide paint brus-h will be used to demonstrate how 
applicatioh of large masses of color--using two or three strokes, 
could be represented as an abstract expressionists method of working; 
ex: the stark, sterile extremes of Franz Kline• 

The bold thin application of color will be demonstrated to show 
obvious examples of the dripping of color or paint down the canvas 
surface, and possible manipulation of drip lines. The dripping of or
dinary house paint onto a canvas surface will also be demonstrated, 
overlapping colors and combining this with 3 other mediums. 

The canvas will be approached from various angles--turning and 
tilting it. 

The instructor will also demonstrate and explore the concept of 
'extremities' in subject matter themes, using simplistic and/or tran
quil effects of medium approaches. Students will also view instructor 
working with materials in connection with emotional states: serenity, 
excitement, tranquility, etc. 
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CLASS ACTIVITY: 

Students will begin by using one medium and experimenting with 
one particular concept. The concept will be chosen from various 
ideas: tranquility, energy, boldness, gestural. Students will con
centrate on confining their compositions to this one particular idea. 
The use of organic shapes, angular lines, gestural forms and bold 
masses will be the type of criteria they will follow to develop com
plete compositions. Gradually, throughout the course of the lesson, 
students will incorporate two to three other colors. They will com
bine the shapes, colors, lines and values with design principles in 
discussions and studio projects. 

EVALUATION OF WORK: 

TWO COMPLETED COMPOSITIONS for each unit must use in each: 
Two different mediums. 
Bold and free expression of one medium—no boundaries, very ges

tural. 
Concentrate on a particular idea or feeling, tranquility, dyna

mism, energetic. 
Focus on something dominant in the work. 
At least two or three different colors and shapes. 

CULTURAL/HISTORICAL/CRITICAL ANALYSIS 
ART HISTORY IMAGES: 

Jackson Pollack: Number Two 1949 

Adolph Gottlieb: Frozen Sounds Number One 1951 

Mark Rothko: Orange Yellow Orange 1969 

Franz Kline: Chief 1950 

William De Kooning: Woman and Bicycle 1952 

Philip Guston: The Clock 195S 

Robert Motherwell: Elegy to the Spanish Republic 1950 

Hans Hofmann: Rising Moon 1964 
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ART HISTORICAL INFORMATION s 

In the late 1930s the tensions of the political climate through
out the world were increasing. Japan and Germany, along with other 
nations, were strengthening and building up military forces, appoint
ing dictators, and invading surrounding territories of other peoples. 
The United States claimed neutrality, but formed an allied pact with 
France, Great Britain, Russia, and several other nations. World War 
II broke out with devastating battles fought on European and Asian 
soils. The war ended in 1945 with Germany surrendering and Japan de
feated at Hiroshima with the dropping of the atomic bomb. 

The arts and artists all over the world were very much affected 
and influenced by the post war changes. Europe was battered and ex
hausted and no longer a thriving world-cultural art center (Paris). 
Some of the most famous surrealist painters were, as a result of the 
war, drawn from Europe to the United States (New York), where new and 
challenging territory provided a center for their activities. The 
United States became established as the world'd dominant economic 
power, and it was here that a new style of art was emerging. The Ab
stract Expressionist, the first of the great post war art movements 
had its roots in surrealism, the most important art movement during 
the prewar period. 

Surrealism as a style can be defined as one emerging by concen
tration on pure psychic automatism; the attempt to express functioning 
of thought; the omipotence of dream and the disinterested play of the 
mind. Abstract Expressionists were influenced by this and expanded on 
these concepts, exploring boldly and with more freedom. Forms merely 
hint at resemblance of real objects. There is more distortion of 
shape and form, spacial experimentation, and energetic representation 
of symbols. Some of these artists explored themes of tranquility, 
lonliness, or serenity for abstracting compositional subject matter. 
Vague, expansive forms dominated the abstract expressionist's composi
tions. 'Continuous dynamic', gestural figuration, free informal 
abstractionin art, is what these artists discovered—an infinitely 
flexible means of expression. 
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ART UNIT 3 and 4 TOPIC: CONTEMPORARY POTTERY 

VISUAL ANALYSIS ART PRODUCTION CULTURAL/HISTORICAL/CRITICAL ANALYSIS 

Three dimension
al hand built 
structures, 
slabs, pinch 
pots, and thrown 
functional ware 
using rolled out 
slabs of clay 
and wedged clay 
centered on the 
wheel. 

Hand building 
and throwing 
clay bodies 
using clay, 
slip trimming 
tools, calipers, 
imprint stamps, 
needle carving, 
tools, sponge, 
and water. 

Analysis of contemporary American 
potters' sculptural, architectural 
and functional earthenware ceramics, 

VISUAL ANALYSIS 
VOCABULARY WORDS: 

Clay Hand Building 
Contemporary Pottery 
Ceramics 
Potters Wheel 
Slip 

Kiln 
Functional Pottery 
Stoneware 
Sculptural Ceramics: Free Form 

VOCABULARY ITEMS: 

Slides of contemporary pottery: sculptural, architectural and func
tional. 

Field trip to 'Old Artisan' studio to view actual pieces and works of 
pottery. 

Photographs of many different contemporary pottery works: sculptural 
and functional. 
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PRODUCTION ACTIVITY 
MATERIALS: 

Clay Stamps 
Slip 2 jars 
Calipers 2 bowls (medium size) 
Potters Wheel 3 sponges 
Wedging Table Clay Bats 
Trimming Tools 

DEMONSTRATION: 

Instructor will demonstrate the wedging of clay body. The clay 
will be placed on a sturdy wedging table for ease of handling and 
kneading. Emphasis will be placed on the use of body weight for work
ing out airpockets and small particles. 

Instructor will demonstrate how to roll clay into flat two dimen
sional slabs. The use of a rolling pin or a similar flattening tool 
will be pressed into the wedged clay and flattened according to de
sired thickness of slab. Handbuilding techniques will be demon
strated. The use of slip, as a binding substance, and, crosshatching 
onto the clay surface will show how slabs can be attached. 

Instructor will demonstrate how to center clay on an electric 
potters wheel, gradually opening the clay body from the middle, 
steadying the shape to raise sides upward, evenly, with the aid of 
specific tools and sponges. 

CLASS ACTIVITY: 

Students will first experiment with wedging, shaping, handling, 
pressing, molding and shaping clay into simple hand built organic 
looking shapes, for the purposes of understanding the nature of the 
clay body. Handbuilding projects will follow, using rolling pins and 
slip clay for manipulating and building original three-dimensional 
structures. 

Students will finally spend approximately 5-7 days practicing the 
centering of clay on the wheel, attempting to bring the side walls of 
the clay upward into a recognizable, functional shape. 
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EVALUATION OF ARTWORK 

Must have completed 

2 handbuilt structures: * three-dimensional, with two imprint stamp 
textures on surfaces 

* using slip clay and trimming tools on 
handbuilt structure 

1 organic-in-appearance, 
free-form, sculpture 
piece 

2 wheel thrown 
functional pieces 

* attempt to keep walls or outer edges thin 

* accurately centered 
* raised sides—3 inches high 
* decorative outer surfaces—using carving 

tools 
* skillfully removed from bats 

CULTURAL/HISTORICAL/CRITICAL 

John Mason (USA) 

Ruth Duckworth (USA) 

Angelo Garzio (USA) 

Philip Gerhart (USA) 

Warren Mackenzie (USA) 

William Daley (USA) 

Theodore Randall (USA) 

Karen Karnes (USA) 

Richard Peeler (USA) 

Mary Hatzinicole (GREECE) 

Kostas Panopoulos (GREECE) 

IMAGES 

Sculptured Wall Mural 

Sculptured Reliefs 

Stoneware Pitcher 

Untitled 1967 

Four Vases 

Stoneware Planter 

Punchbowl 

Clay Platter 

Handbuilt Bottle 

Handbuilt Bottle 

Handformed Vase 

1965 
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ART HISTORICAL INFORMATION 

Two pioneers in ceramic design were Adelaide Robineau and Marie 
Longworth Stouer of Syracause, New York. These artists were origi
nally china painters, eventually learning to throw on the wheel. They 
experimented with various glazes, types of decorations, and high-fired 
bodies. This was the era of Art Nouveau and Tiffany Glass, both of 
which are reflected in their works. Their work influenced later gen
eration potters to experiment with high-fire stoneware and porcelain 
uring unusual glazes mixed and created from local minerals. 

The National Ceramics Exhibition, first organized as a memorial 
to Adelaide Robineau in 1932, played an important role in uniting pot
ters and spreading ideas from one section of the country to another. 
Craft exhibitions are now common due to the efforts of various local 
groups, and the American Crafts Council which maintains the Museum of 
Comtemporary Crafts in New York. A recent outgrowth of the council is 
the World Crafts Council, an organization formed to facilitate an ex
change of ideas among craftsmen everywhere. 

After the war years, there was a tremendous growth in ail the 
crafts. A new prosperity which allowed for increased leisure time 
coupled with an inarticulate distaste for the impersonal products of 
the modern plastic genre, evolved a greater fascination for handcrafts 
in both the hobbyists and the professionals. As college and art 
school programs grew, the pre war preference for earthenware and 
decorative techniques changed to a concentration on stoneware and 
high-fire glazes. Pots were better thrown and glazes were more suit
able and varied than ever before in American history. 

But the situation of the potter had also changed. Most were not 
producing functional pottery or even decorative ware for a local mar
ket, but were most often teachers in art schools or college art de
partments. Under these conditions, the "exhibition piece" assumed 
greater importance. If it were to stand out, the piece must be 
larger, rougher, or in some way bizarre. 

In the 1950s there was a gradual shift to the creation of more 
interesting textures. With this new variety, more exciting exhibi
tions were held and provided different challenges to the potter. 
Symptomatic of the change, the potter now preferred the be called an 

artist-craftsman. 
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ART UNIT 5 and 6 TOPIC: IMPRESSIONISM 

VISUAL ANALYSIS ART PRODUCTION CULTURAL/HISTORICAL/CRITICAL ANALYSIS 

Stillifes, land
scape, figures 
meadows, and 
cafe interiors 
represented by 
color, line, 
and shapes that 
model identifi
able forms. Ap
ply to canvas 
in large, 
sketchy manner. 

Thick lines 
and strokes 
with brushes 
of acrylic 
paint, crayon, 
charcoal and 
pastel, also 
using finger 
painting tech
niques and 
colors applied 

with cloth and 

rags. 

Analysis of ninteenth century Impres
sionists paintings by artist living 
in France at this time. Open-air 
painters who experimented with light 
and reflection, evolved to capture 
the visual world—influenced by 
Realist subject matter. 

VISUAL ANALYSIS 
VOCABULARY WORDS: 

Outdoor Scenes 
Impressionism 
En Plein Air 
Instantaneous Reflection 
Brilliance of Light 

Bold Application 
Lay in Large Areas (color or shadow) 
Painterly 
Balance 
Equilibrium 

VOCABULARY IMAGES: 

Photographs of: 
reflection of sun off water, glass, foilage, clothing,faces, 
automobile fender. 

Film of: 
movement and changes of nature: wind, setting sun, birds in 
flight, large groups of people walking. 

Slides of: 
Famous Impressionist Artists 
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PRODUCTION ACTIVITY 
MATERIALS: 

Acrylic Paints 
Conte Crayon 
Pad of Drawing Paper (Newsprint) 
Charcoal 
Various Sizes of Brushes 

Two Canvases 
Palette 
Cleaning Rags 
Water Can for Brushes 

DEMONSTRATION: 

Insructor will demonstrate in open-air settings where at the time 
of day in this particular place there is a great amount of reflected 
light and shadow on surfaces. 

* Hedge along a brick wall. 
* Parking area, where perhaps a tree hangs above two cars. 
* An outdoor hall space, cove, or water fountain. 
* Any area of campus where landscaping has been attended to: 
small sculptures in front of a main entrance, etc. 

Emphasis will placed on representing the liveliness of the pass
ing and changing reflection on objects. Depending on the texture the 
light is reflecting off of, a technique will be demonstrated suggest
ing the possibility of light and shape emerging from emotion or feel
ing; i.e., representing tree movement on canvas while viewing this ac
tion of wind on trees, etc. Emphasis will be placed on a painterly 
technique and the organizational element of balance. 

CLASS ACTIVITY: 

Students will gather in open-air settings on campus grounds, 
preferably in areas where sufficient grass, trees, and natural land
scaping merge with solid walls or structure shadows and areas of re
flecting light and color. A palette of five to six colors of acrylic 
paint will accompany each individual and their canvases. Students 
will be instructed to lay in the shapes that create darks (or large 
areas of colors representing darks), not outlines—and try to visual
ize amorphous shapes that create these darks. They will also look at 
these natural objects and paint shapes that create these darks. They 
will occur as a result of breeze or wind, and analyze the effects on 
compositional elements in terms of repetition, movement, dominance of 
light and reflection. 
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EVALUATION OF ARTWORK: 

Three complete compositions 

* Outdoor scenes of: figures in a crowd, trees and vegetation 
along buildings or parked cars, birds at a 
watering area, other animals, stillife at a 
well lit window, changing sun and shadows 
on objects 

* Large and painterly brushstrokes, lines, shadow areas 
* Bold areas of color to suggest dominant features, movement of 
light, various bright colors or values 

* Create balance or equilibrium, and a particular mood 
* Imagine capturing an instant in time—quick, sketchily rendered 
* Completely fill in background or suggestion of background to 

unify compositional elements 
* Have one of the forms appear changing by the affect of wind, 

gesture or sun movement 

HISTORICAL CRITICAL ANALYSIS 
ART HISTORY IMAGES: 

Claude Monet: The Coastline at Ste. Adresse 1864 
(frame) Women in the Garden 1866 

La Grenouille 1869 
Summer at Vetheuil 1880 
Water Lilies 1900 
Boulevard de Capucines 1870 

August Renoir: The Loge 1874 
(France) La Grenouillere 1869 

Sailing Boats at Argenteuil 1873 
Le Moulin de la Galette 1876 
The Bather 1880 

Edgar Degas: Absinthe Drinker 1876 
Dancers in Blue 1860 
The Rehearsal 1880 
Orchestra of the Paris Opera 1880 
Cafe Concert: Dog Song 1877 

Berthe Morisot: Hide and Seek 1873 
In the Dining Room 1874 
The Balcony 1872 
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Camille Pisarro: Hoarfrost: Road to Ennery 1873 
(France) The Climbing Path at the Hermitage 1875 

Hay Harvest at Eragny 1901 

ART HISTORICAL INFORMATION: 

In the early 1870s, France and Prussia had been involved in a se
ries of shattering upheavals involving disputes over the consolidation 
of the German nation. In the fall of 1871 Napoleon III declared war 
on Prussia. Two months later, Napoleon III and his armies were de
feated in northeast France and war was extended into a lengthy seize 
of Paris. Civil war broke out at the same time in Paris between the 
newly established leftist and the official government of the third re
public of France. During these catastrophic months, France endured 
the constant pressure of encircling Prussian armies, along with severe 
starvation and disease. Civil war upheavals endured for the next five 
to six years in the struggle for a noncorrupt, socially oppressive 
government structure. 

Many of the French painters in the 1870s decided to flee Paris 
for the provinces, and some fled to other countries. There was a 
group of painters in France working in what was known as "plein air 
painting." They followed the mid-nineteenth century concern for de
picting real and actual images of the common man. Like the painters 
of the Realist era who depicted in their works, 'absolute truths', or 
'unedited' material facts of the real world, these latter nineteenth 
century artists continued painting scenes of ordinary, unidealized and 
unadorned landscapes and figures, as well as the grim sights of the 
growing urbanized society emerging in Paris. 

Moving their canvases out-of-doors in order to achieve on-the-
spot truths, they became obsesses with assuring that every detail was 
an accurate description of what was seen. The artist began to ex
periment with different ways of grasping empirical fact. Instead of 
recreating, for example, in a landscape, leaf by leaf detail, or, in 
portraiture, the fanantical precision of line in a wrinkled face, the 
notion of painting the swift momentary effects of passing light—as in 
the blinking of the eyes yet to be focused—was explored. The idea 
was evolving to a capturing of the 'instantaneous' perception of the 
visual world and expanded to a concentration on only 'fragments' of 
the visual spectacle around them. The brushstrokes were much broader 
and began to blur the identity of objects, figures, and landscapes. 

This movement was moving toward a style in painting called im
pressionism. The artist wanted to explore every aspect of nature as 
it struck him. The quality of line and shapes were much freer and 
form became more of an impression of what was seen filtered through 
various human emotions. They painted in the open air concentrating on 
the reflection, light and colors of a passing moment. They celebrated 
the brilliance of these lights and reflections. They worked to 
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capture the instantaneous quiver of life—a sudden lighting up of 
green in a leaf caught by a ray of sunlight, »." the momentary reflec
tions on a stretch of water. Impressionists spent many days and 
nights in the open air excited about the constantly changing lights in 
water, sky, flowers and human faces. 
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ART UNIT 7 TOPIC: REALISM 

VISUAL ANALYSIS ART PRODUCTION CULTURAL/HISTORICAL/CRITICAL ANALYSIS 

Figures, ter
rain, building 
surfaces and 
rugged cloth-
ng represented 
by using speci
fic tools to 
create realis-
tic-in-appear-
ance textures 
of varying 
shapes, colors, 
size, value. 

Build and cre
ate with dif
ferent mediums 
and textures 
various sur

faces in 

painting. Em
phasize use of 
texture to show 
picture depth. 

Analysis of paintings by French 
Realist painters who explored the 
possibility of rendering realistic 
textures, on heavy, dense, or smooth 
surfaces - influenced by the growing 
trend of a materialist vision of the 
world. 

VISUAL ANALYSIS 

VOCABULARY WORDS: 

Realism 

Unedited Truths 

Documentary-Photographic-like Quality 

Textures: Smooth, Gritty, Rugged, Porous 

Earthtone Colors 

VOCABULARY IMAGES: 

Slides of famous Realist Artists 
Use of photographs—close-up shots of many different textures: 

treebark sand cactus spine 
stone velvet melted wax 
burlap barnicled wood water 



72 

PRODUCTION ACTIVITY 
MATERIALS: 

Palette Knife Acrylic Paints—six to eight different colors 
Sponge Pad of Drawing Paper 
Sable Paint Brushes Water Can for Brushes 
Two canvas' Rags 
Tools to create rough textures: cactus spine, treebark, heavy woven 

cloth or fibers. 

DEMONSTRATION: 

Instructor will demonstrate the layering of thick applications of 
paint using various tools to achieve effects: palette knife, crayon 
type medium, bark, sponge. Earthtone colors will be used. 

Palette knife will be loaded with paint material, applied bodily, 
using dabs, circular hand patterns, leaving raised surfaces in paint 
for certain textural effects—water in motion, etc. 

Artist crayon—making large masses of color on paper, using cloth 
to rub over the making heavy looking textures, or coarse looking 
textures— for realist subject matter, heavy cloth and rugged skin. 

Bark, and sponge—apply paint to surface using bark or porpus 
sponge boldly and thickly to create rugged or gritty surfaces. 

CLASS ACTIVITY: 

Students will first do texturing exercises on large sheets of 
drawing paper or cut canvas cloth. Emphasis will be placed on err t-
ing textural shapes followed by applying these discoveries to drawings 
of figures in a landscape, objects, terrain, etc. Variation of tex
ture size and proportion will be experimented with for creating real
istic, photographic-like images. Earthtone colors will be used. 

EVALUATION OF ARTWORK: 

Two completed compositions must include: 

* Two figures heavily textured—skin, clothes—and surrounding 
ter rain—sky, rock, trees, vegetation. 

* Use ot three or four different mediums or too* 3 for experiment 
ing with creating textures in figures, animals, buildings, 
landscape, trees. 
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* Using earthtone colors in landscape: browns, tans, orange, and 
pale yellow. 

* Crude building structure: barn, stone, brick wall, wagon, 
house interior, hayloft. 

HISTORICAL CRITICAL ANALYSIS: 
ART HISTORY IMAGES: 

Camille Corot: Breton Women at the Well 1840 
(France) The Forum 1830 

Rome and Campagna 1830s 
The Forest of Fontainbleau 1846 

Gustave Corbet: After Dinner at Oman 1849 
(France) The Stone Breakers 1849 

Peasant Returning from the Fair 1850 
The Quarry 1858 
Late Landscapes/Seascapes 1870& 

Francois Millet: The Sower 1850 
(France) The Gleaners 1857 

Killing the Hog 1866 
The Winower 1848 
Rural Scenes: 

Peasants Grafting a Tree 
The Spinner 1855 

Ernest Messonier: Memory of Civil War 1849 
June 1849 
Miniature Genre Scenes 1847-1848 

ART HISTORICAL INFORMATION: 

In the 1830s, France was again experiencing governmental chaos. 
The decadence of the newly installed court structure had been enforc
ing political measures: the making of laws to control radicals dis
satisfied with the 'republican ideals', the invasion of the press and 
supression of the lower classes. A group of artists who considered 
themselves "social observers" chronicled the outcome of the repres
siveness of a corrupt government. They depicted in art 'unedited 
truths' or statements that could function as political protest for 
violation of rights of coiamon men and women. They were compelleJ to 
reconcile the social realities of their time with traditions of high 
art. Hie painting style was known as Realism. Characteristics of 
this manner of working in painting were: photographic-like truths; 
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depicting life and society the way it really was, (not idealizing as 
did classical and mythological subject matter themes); truth to the 
materialistic society and recording events of coarse physical fact. 
Artists began to heroize the laborer and the peasant in real and ac
tual settings. 

Many artists of the realist movement painted in a manner that ex
plored the possibility of creating textures in clothing, terrain, and 
skin surfaces. The purpose of using this paralelled the idea of de
picting the harsh, rugged and gritty truth to real life situations. 
Textures in clothing and facial features, etc., did not soften or ide
alize these themes. The manner of texturing a rugged appearance to 
surfaces wa a way to make the idea more effective. 
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ART UNIT 8 and 9 TOPIC: ROCOCO ART 

VISUAL ANALYSIS ART PRODUCTION CULTURAL/HISTOP.ICAL/CRITICAL ANALYSIS 

Small figures, 
landscape, ani
mals, furni
ture, interic ; 
represented by 
using a deli
cately rendered, 
languid 'S' 
curve line. 
Subdued and 
pastel colors, 
'intimately* 
and hazily 
painted with 
elongation of 
forms. 

Using pencil, 
conte crayon 
and oil paints 
to render deli

cate looking, 

curvilinear, 
contour draw
ings. Mixing 
oil paints with 
linseed oil. 
Pen and ink 
drawing ma
terials. 

Analysis of paintings from the Rococo 
Era and famous artist working at this 
time. Identifying this style by rec
ognizing size of figure, canvas,at
titude of figures (relaxed, intimate) 
subject matter and colors (subdued, 
hazy, pastel). 

VISUAL ANALYSIS 
VOCABULARY WORDS: 

Rococo 
Languid * S' Curve 
Contour 
Elongated Proportions 
Fete Gallant 

Themes: 

Pastel 

Frivolity 
Intimacy 
Comedia del Arte 
Love 

VOCABULARY IMAGES: 

Photographs: Small, intimate, delicately arranged objects in photos. 
Slides of famous Rococo artist paintings. 
Photographs of pastel colored sunrises and sunsets. 
Images of people gathered informally and in relaxed poses—small pho 

tos and paintings 
Paintings, photos, drawings and film of figures in costumes and/or in 

theatrical settings. 
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PRODUCTION ACTIVITY 
MATERIALS: 

Palette 
vases 
Palette Knife 
Pen and Ink was Materials 
Linseed Oil 
Very Small Thin Bristle Brushes 

2 Small to Medium Size Can-

Pastels 
Oil Paints—5 Colors 
Pencil Sharpener 

DEMONSTRATION: 

The instructor will demonstrate and emphasize lightness of line 
by using small thin bristle brushes, pen or fine point pencil. Very 
little pressure will be applied to medium on canvas surface and 
delicately rendered long 'S' curve lines will demonstrate the concept 
of contour drawing. 

Instructor will demonstrate the use of oil paints and mixing col
ors that will create a variety of pastels on one palette. 

Various themes cf Rococo painting will be discussed and used as 
subject matter. 

CLASS ACTIVITY: 

For several days students will do outline (contour) drawings of 
figure poses from a live model. Drawings will be rendered with small-
ness of form and lightness of line. Students will concentrate com
pletely on quality direction of line, and elongation of forms. Stu
dents will also use images of animals, landscapes and furniture as 
models for practicing contour drawings. 

Students will experiment with mixing various paints and creating 
a palette of pastel colors for applying thin washes and colors to 
drawings. Students will choose subject matter from the various Rococo 
themes. 

EVALUATION OF ARTWORK: 

* Three to five drawings or paintings completed. 
* One or more figures in intimate, informal settings: landscape 

and interiors. 
* Three to four pastel colors used in overll composition. 
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* Small to medium size canvas. 
* Create a mood for the composition: Playfulness, frivolity, 

theatrical, love. 
* Completely fill in background. 
* Elongated proportions, contour drawings. 

CRITICAL/HISTORICAL/CULTURAL INFORMATION 
ART HISTORY IMAGES: 

Antoine Watteau: Pilgramage to Cythera 1718 
(France) Mezzetin 1718 

Gilles 1720 
Gersaint Sign Board 1721 

Jean-Honore Fragonard: Bathers 1765 
(France) Blind Mans Bluff 1755 

See-Saw 1759 
The Swing 1767 

Francois Boucher: Dance of the Moon 1750 
(France) Venus Consoling Love 1751 

Mill at Charantin 1754 
Cupids Inconspiracy 1755 
Village Bride 1760 

Arthur Devis: Mr. and Mrs. Hill 1747 
(England, Conversation Rural Scenes 1750 
Pieces) William Atherton and Wife Lucy 1745 

Robert Gullians Family 1744 

ART HISTORICAL INFORMATION 

After several centuries of territorial disputes between the 
French and its surrounding nations, absolute monarchy reached it 
height in 165o during the reign of Louis XIV, the "Sun King." While 
Louis XIV was king of France in the large seventeenth century, France 
was the most powerful nation in the world. The Palace of Versailles 
and the court of Louis XIV represented the center of the Western 
World. 

The cultural aspects of the life of the king and his royal court 
were influencing all of Europe, particularly in the arts. Artists at 
this time painted scenes that depicted the life of the king in pomp
ous, aristocratic and authoritative poses. The style in painting was 
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known as "The Grand Manner" (late Baroque). The poses were stylized, 
very large in size, and were placed in angular and diagonal lines in 
the picture space. 

There was another class of society, the upper class Parisians, 
who were considered the "merely rich." They were forced to remain in
dependent of the king and his court, ttiey were not able to emulate 
the royalty of life and art, and became motivated toward intellectual 

independence, creating their own style of expression. 
The art that became popular with the upper class Parisian society 

was called the "Art of the Rococo." The most important aspects of 
this style was the use of the curve, the use of subdued and pastel 
colors, and the idea of intimacy or smallness of figures on the can
vas. The subject matter represented everyday scenes of enjoyment, 
love and pleasure. The figures were drawn with elongated, dollike 
porportions. There was a quality of delicacy and intimacy in tech
nique and design. The themes were of playfulness, frivolity, variety 
of life, and depictions of the amusements, comedy, and theater. 



APPENDIX C 

Upon 
time 

completion of Unit 
span of two weeks, 

1 ' · which 
students 

consists 
will have 

of ten lesson plans covering a 
learned these major concepts: 

Fust. Week "onday Tuesday Wednesday Thursday --,-r:iday 

Art 
Crlticls• 

Art 
History 

Art 
Production 
(class 
activity) 

Thorough introduction 
to Aesthetic Scanning 
Sensory, Fo~al, and 
Expressive Properties 
using slides for 
exa•ples. 

Style of Art. 
Oate of Style. 
Poll tical and 
cultural influences. 
Art "ove~~~ent 
influences. 

Observed use of the 
two •ediuu and 
learned characteris
tics and properties 
of mediu•. 

Expressive properties 
described in detail. 

Na .. and date of 
artist. 
Conteapocarles. 
Purpose of style in 
celation to expres
sive properties. 

Undecstand how 
acrylic paint is 
.. nipulated using 
organic styles. 

Sensory and fo~al 
properties using act 
reproductions. 

Na•e and date of 
artist. 
Historical factors 
influencing success. 
Art style and ••diu• 
used. 

Experi .. nted with and 
learned ele .. nts of 
art. 
Learned charact.eris
t ics of acrylic 
paint. 

Sensory and foc•al 
properties using art 
reproductions. 

Na'" and date of 
artist. 
Historical factors 
influencing success. 
Art style and aediu• 
used. 

Explored and applied 
ele .. nts of art to 
working surfaces. 
Abstraction techni
ques with •edia. 

Por•al,-;xpressive, 
properties described 
in detail. 

Artist .. diu•• 
Influence of the 
cultures. 
Style. 
Conte•porarles. 

Learned to expeci•ent 
in painting while 
visualizing vocabulary 
ideas. 
Learned use of or.e color 
only. 

SecondweeiC____ Monday Tuesa-.v wed!l4!S4~l'____ _______ Thursday rddav 

Art 
Crltlcis• 

Act 
Hbtocy 

Art 
Production 
(class 
activity) 

Aesthetics 

Foraal, expressive, and 
sensory properties. 

Artist •ediu•. 
Style. 
Influences of other 
cultures. 
Conte•porarles. 

Learned to experi .. nt 
in painting while 
visualing vocabulary 
ideas. 

Understand concepts 
of aesthetics and 
the nature of the 
aesthetic experience. 

Concepts of scanning 
principles used in 
conjunction with aes
thetics idea. 

Used props--artwork, 
objects, events, fil• 
experl .. nt with 
identifying feeling 
responses. 

Concepts of Aesthetic 
Scanning principles 
used in conjunction 
with aesthetics idea. 

Used props--artwork, 
objects fil• to ex
peri•ent with iden
tifying feelino res
ponses. 

Understand the nature 
of the aesthetic 
experience. 

Tested on descrip
tion of sensory, 
for•al, expressive, 
and technical pro
perties in slide re
production projected 
on screen. 

Students continue 
working on final 
projects. 

Tested on identifytno 
style, date, artist and 
how tvo i•portant poll
tical influences of ar
tist. Listed conte•po
raries and other art 
•ove .. nt.s 

Students continue work
ing on final studio 
projects 

....,) 

\..0 



APPENDIX D 

OUTLINE OF TESTING PROCEDURE 

Two classrooms of twenty-five junior and senior 

high school students of somewhat equal sex distribution 

would be tested. The classrooms would be chosen from two 

separate districts in the city of Tucson, Arizona, where I. 

0. scores reflect the typical or standard for this age 

group of this particular socio-economic setting. The 

classroom chosen from each district would be involved in 

studio art that incorporates some study of art history and 

art criticism. 

Pre- and Post-Testing 

Prior to beginning the study, both classroom groups 

would be given a pre-test, comprised of three separate cri

teria for measuring student attitude and degree of sophis

tication in the subject of art. Questions would concern, 

(a) student interest and attitude toward art; (b) basic 

knowledge of art history and art criticism; and (c) knowl

edge of studio concepts. 

80 
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Student Interest and Attitude Toward Art 

1. Why do you want to take art classes? 

2. Have you every enrolled in art classes outside 

of the school environment? 

3. Were you interested in painting, drawing, or 

sculpture as a child? Any other form? 

4. Were you exposed or introduced to famous works 

of art (Picasso, Michelangelo) in the home environment? 

5. Do you ever question the nature of art or why 

different objects or events can be experienced in a 

positive or negative kind of way? 

6. How many years of art training have you had? 

7. Why do some paintings appear to be real imita

tions of nature and people, while others appear to be 

very abstract? 

8,. Do you prefer drawings of people, portraits, 

landscapes, or other subjects? 

9. Who is your favorite artist? 

10. Can you name a Renaissance or an Impressionist 

artist? 

11. Can you describe your feelings toward any ob

ject you consider to be beautiful, or, a 'work of art'? 
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Basic Knowledge of Art History and Art Criticism 

Compare the likenesses and differences of these two 

reproductions (Edward Manet and William Turner) in terms 

of: 

1. overall repetition and movement of the piece 

2. brushwork, quality of line, color, shape, tex

ture 

3. use of lights and darks 

4. figure size 

5. dimension of space, dominant features, and 

achieved balance. 

Identify: 

1. subject matter (picturesque, the beautiful, 

genre scene, history painting, portraiture, landscape) 

2. style of art and mood of the piece 

8. unknown works of art by recognition of artists 

subject matter. 

Knowledge of Simple Studio Concepts 

1. What are the elements of art and principles of 

design? 

2. What are the three primary colors? 

3. How would line be used (size of line) to de

scribe a delicate rendering of form? 
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4. How would line be used to describe a bold ren

dering of form? 

5. How would you know if a painting or drawing was 

using a significant amount of darks and lights within 

the com position? Would it show: (a) great balance, 

(b) great contrast, (c) great complexity? 

6. What are the sensory properties in a work of 

art? 

7. What are expressive properties in a work of 

art? 

The post-test (consisting of the same material as 

cited above) will be given at the end of the semester and 

will aid in determining and comparing what differences, 

changes or improvements, if any, have occurred in the stu

dents' understanding of art learning in art education. 
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