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ABSTRACT 

The development of Discipline-based Art Education (DBAE) has 

focused attention on curricular structure, especially as it 

relates to the concept of students' creative expression. 

Creative self-expression, the focus of many school art 

programs, is to encourage students' art production. 

Discipline-based art education in contrast strives to 

develop students' artistic expression. Achievement of 

artistic expression requires conceptually focused 

instruction of art content from four art disciplines, art 

history, art criticism, studio production, and aesthetics. 

A discipline-based lesson can be examined for the way 

artistic expression is fostered as a part of production. 

Specific examples drawn from one lesson are used to 

illustrate that artistic expression can be recognizable, 

sensitive to instruction, and subject to evaluation. 
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CHAPTER 1 

INTRODUCTION 

A fundamental change of direction for art instruction, 

signaled by the development of Discipline-based Art 

Education (DBAE), has focused attention on curricular 

structure in art education (Greer, 1984). One feature of 

DBAE is its impact on student's art production because it 

differs greatly from the more commonly used approach (Clark, 

Day, Greer, 1987). Creative self-expression (CSE), the 

focus of many school art programs, is to encourage students' 

production. Those teachers who use a creative 

self-expression approach view students as innately creative 

and see this creativity demonstrated in their studio 

productions. Discipline-based art education in contrast 

views students as learners, with the ability to acquire 

understanding of the content of art and to demonstrate their 

learning through designed studio activities. Evidence of 

students' learning is present as a visual result in their 

studio productions, as they demonstrate instruction 

assimilated then applied to an artistic problem. 

Most teachers believe that students' expressive 

abilities are demonstrated through studio art production. 

DBAE distinguishes creative self-expression from artistic 

expression. This paper will explain how a discipline-based 

CRIZMAC (Christine & Mack, 1985) lesson fosters artistic 
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expression and why artistic expression is preferable to 

creative self-expression in art instruction. Most art 

educators still agree that students' creative or artistic 

expression is a desirable outcome of art education, 

especially in art production. 

Most art education places creative self-expression at a 

program's core. Creative self-expression is defined as the 

visible qualities of studio art work that result from the 

feelings and attitudes present within students. To be 

creative, the expression must be uniquely a part of that 

individual. 

Within a CSE framework, creative studio production is 

the central focus, the axis from which all other components 

extend and revolve. Students are seen as innately creative, 

needing only guidance and encouragement in order to release 

their expressive nature (Lowenfeld, 1975). This guidance 

and encouragement most often takes the form of largely 

unstructured experience in studio production. 

Within the CSE curricular structure, direct instruction 

is believed to hinder an otherwise natural development of 

expressiveness (Lowenfeld, 1975). The role of the teacher 

is to facilitate experiences that allow the student to be 

creatively expressive. 

Because the CSE philosophy is centered on the students' 

expressive interests as revealed in their studio production, 

the teacher becomes responsible solely for creative 

development as the goal of art education. Districts in 
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which CSE instruction take place often lack curricular 

guidelines or structure and this results in each of their 

schools containing a different focus of art education (Day, 

Clark, Greer, 1987). 

This personalized focus, centered on students' 

interests, often excludes the use of images drawn from the 

world of art. Students may not be exposed to adult artwork 

for fear that its images will inhibit their creative 

abilities or tendencies. The focus is on student 

self-expression, not on the study of art. 

Often teachers provide a theme to stimulate students' 

ideas, but unrestricted objectives are usually the rule. 

The student is offered a choice of subject, arrangement, and 

execution, often producing a style known as the school art 

style (Efland, 1976). 

Evaluation examines students' growth and progress of 

the art making in which these preferences are expressed. 

Expectations include an increase in creativity, problem 

solving, and personality growth (Lowenfeld, 1975). The 

evaluation is as individual as the process of the 

production. 

In contrast, a DBAE curriculum structure does not focus 

on the innate creativity of the student. Instead, it 

emphasizes the content of art. Unlike the child-centered 

direction of CSE, DBAE is largely content-focused. 
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Although the concept of DBAE has been coalescing for 

the last decade (Greer, 1984), only recently has its 

curricular effects been felt. Its systematic approach, 

differing greatly from earlier child-centered ones, has 

begun to alter the concept of self-expression as the focus 

of art instruction. (Pittard, 1988) 

DBAE instruction takes the form of clearly defined 

objectives that embody the four content areas of art, art 

history, art criticism, aesthetics, and studio production. 

The content, from all four areas, is taught interactively 

within each lesson (Greer, 1984). Each lesson includes 

historical or cultural background, a critical analysis of an 

art work, a studio activity with defined objectives, and a 

discussion of aesthetic components. 

The selection and implementation of curriculum is no 

longer the sole responsibility of the teacher. Instead it 

is shared by the district, which provides a curriculum that 

delineates instructional content. 

Students' art work is a result of the instruction in 

this delineated curriculum. Specific objectives become 

designated concepts for students' art work. Options for 

personal choice and creative decision are available as 

undesignated concepts (Rush, 1987). 

Evaluation becomes an objective activity because it is 

concentrated on designated concepts that should be present 

as visual qualities in the students' art work. Success, 
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defined as visible evidence of the designated objectives 

present in the students' work, is clearly recognizable for 

the teacher and student (Rush, 1987). 

Although A DBAE curriculum stresses content, it does 

encompass a creative component. This process differs from 

the CSE concept in methodology as well as name. The 

discipline-based lesson includes the component of artistic 

expression. 

Artistic expression is the visual result of 

conceptually focused instruction of art content from the 

four disciplines of art history, art criticism, studio 

production,, and aesthetics. Through lessons that contain 

the historical background of the artist or culture, a 

critical analysis of the art work, a studio activity with 

objectives, and a discussion of aesthetic properties, 

students are instructed in the content of art. 

Students then visually demonstrate, through their 

studio productions, their acquisition of the content. It is 

the students' subsequent use of the learned concepts to 

create a mood or to convey an idea, that constitutes 

artistic expression. The terra artistic expression refers to 

the feelings of the artist conveyed by means of images 

constructed from artistic materials and techniques following 

a deliberately learned discourse (Feldman, 1980) that 

results from training in the nature and application of 

materials as well as the historical development of art. 
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Serious artists spend years attending to this discourse 

in their search for excellence (Pittard, 1988). Artistic 

expression in students' visual productions is a result of 

acting in the role of the studio artist. This role 

specifies training in the four disciplines of art as a 

prerequisite for expression. 

The design of this study is intended to raise the 

following questions: Does the CRIZMAC lesson allow for 

artistic expression? Where does instruction that fosters 

artistic expression appear in the discipline-based CRIZMAC 

lesson? Can the qualities of artistic expression be 

recognized and evaluated? Can instruction improve students' 

artistic expressive abilities? 
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CHAPTER 2 

LITERATURE REVIEW 

Creative Self Expression 

Creative self-expression as defined by Lowenfeld (1975) 

and Feldman (1970) is child centered. This point of view 

assumes that all children have the innate ability to create 

and the decline of this ability as they become adults can be 

traced to educational inhibiting experiences that lead to 

such beliefs as "I can't draw" (Lowenfeld, 1975, p.8). 

Such inhibiting experiences are usually the result of 

teachers' failure to search students for the sensitivities 

that would lead to their ability to be expressive. 

Lowenfeld believed that, as art educators, our role is to 

probe and seek out that sensitive area in students that will 

spark their expressive interest (1975). 

As most art teachers will attest, students left alone 

to pursue the subject matter that interests them will repeat 

the same image many times. Lowenfeld believes there are two 

causes behind this repetition: either a stereotyped 

repetition or a strong interest. 
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If the cause is the former, stereotyped repetition, the 

child is expressing a need for self-assurance. Repeating an 

image again and again reinforces the students' beliefs that 

they are able to draw. 

If, on the other hand the interest is strong, we will 

recognize this by the details present in the repetition. 

The viewpoint of the object will change and so will the 

type, size, color and details. 

Lowenfeld's solution for both scenarios requires the 

"extension of the child's frame of reference" (1982, p.11). 

The teacher begins at students' interests and then elicits 

questions which take the students beyond the stereotyped 

image. Lowenfeld uses the example of a student who 

repeatedly draws the same airplane. Expanding questions 

would include: Where can it land? Let's take a trip. 

Let's get out and see where we are. These questions would 

originate with the students' interest in planes and attempt 

to move them into a wider content area. 

Lowenfeld applies this philosophy as he depicts 

students maturing through his defined developmental stages. 

Both Lowenfeld ( 1975) and Piaget (Hardimen & Zernich, 1980) 

describe discrete stages of artistic development in 

children. They assume that students' creative abilities 

develop parallel to their cognitive development. 

Furthermore the defined stages mark what students are 

capable of at particular points in their development. 
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Feldman (1980) illustrates the difference between the 

stages of the general cognitive developmental theory and his 

child as craftsman theory. He theorizes that it takes more 

than a surface encounter with a subject for mastery. "Deep 

engagement is unlikely to occur in a completely open or 

unstructured school situation, since engagement occurs only 

when continuous, sustained, supervised participation is 

available" ( p.170). He delineates two criteria for this 

engagement. First, instructional criteria meant to measure 

achievement in a field or subject should be a component of 

the criteria for general education. Second, this process of 

education, which fosters commitment and satisfaction in 

accomplishment within delineated subject areas, will lead to 

occasions requiring students to go beyond and solve new 

problems in the field of mastery. "These are the conditions 

which favor creativity" (Feldman, 1980, 171). 

School Art Style 

The creative self-expression approach for all its 

intentions toward open ended variety and unusual results 

often produces a type of art work seen only within the 

context of a school. It is this structure that is defined 

as the "school art style" (Efland 1976). A common use of 

materials, techniques, themes, and projects by countless 

school districts producing consistent-looking art products 

has given rise to this recognizable style. 
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Efland explains that these apparently open and creative 

activities may not be as free as they are intended. 

Students are required to use the media selected by the 

teacher and must experiment with it in ways enabling them to 

produce the look their teachers will reinforce. Some of 

these accepted qualities include filling the space, using 

clean, bright color, spontaneous brush strokes, looseness in 

approach, and no copying. 

The school art style indicates much hand activity and 

relatively less head or thinking activity. The materials 

and techniques are not so much the product and activities of 

the artist as they are of the school environment. "Art" 

projects revolving around such themes as Lowenfeld's 

airplanes or calendar holidays are prevalent. 

The teacher often unknowingly has an agenda for the 

outcome or visual appearance of the art work. Following 

Efland's characteristics, the teacher rewards and reinforces 

students' products which contain them. Students usually 

eager to satisfy, pay close attention to the teacher's 

responses and make appropriate corrections in their work. 

However, if a child continues to copy or use materials in a 

very tight, controlled manner, direct intervention may 

occur. The school art style provides only its frame of 

reference for the students' development of personal style. 



16 

From the school art viewpoint, style is invariable (Rush, 

1987). Wilson elaborates by stating that childrens1 images 

couched in a style other that the school art style are 

considered unartistic (1974). 

Designated Concepts 

Discipline-based curricular activities contain learning 

objectives are taken from the four content areas of art: 

art history, art criticism, aesthetics, and studio 

production. These activities contain learning objectives 

that parallel similar concepts, materials, and techniques 

used by the studio artist, the art critic, the art 

historian, and the aesthetician. The activities are 

instructed at levels appropriate to the students' 

sophistication (Greer, 1984). 

Within each content area, objectives are delineated in 

a naive to sophisticated sequence. Students begin by 

learning simple concepts which increase in complexity with 

subsequent lessons. 

The discipline-based approach also incorporates 

attention to style but with one important distinction. DBAE 

endeavors to teach style, not as one predominant look, but 

as it exists in the works of a range of recognized artists. 
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Actual stylistic characteristics may be taught and 

practiced by students using DBAE curriculum materials (SWRL, 

1975, CRIZMAC, 1985, Chapman, 1986). Within these lessons, 

style is taught as a variable, as it is associated with a 

particular artist, stylistic group, or culture. 

As a variety of artists or cultures are studied, 

students recognize a diversity of styles. They also 

understand that artists combine the elements, principles, 

and materials of art into a personal style. When 

discipline-based concepts are taught in a studio activity, 

evidence of the expected outcome is visually present in the 

finished art work as particular visual qualities. The 

concepts when used accurately will be visually present in 

the student products. 

"Learned visual concepts appear in childrens' artwork 

as similarities among all student art works produced in the 

same class, and discipline-based teachers consider these 

similarities a sign of their success" (Rush, 1987, p. 211). 

The degree of similarity in students' work depends on the 

number of designated and undesignated concepts. Students' 

images differ along the undesignated dimensions of the 

lesson. These differences are intentionally included as 

they do not relate to the objectives but allow room for 

student choice (Rush, 1987). 

Within a class of beginning level students, where the 

activity contains a minimal number of designated and 

undesignated concepts, their products will exhibit more 
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similarities than those of a more sophisticated class. When 

students' expertise and experience grow, so do the 

complexity of their activities. 

Once the designated concepts are met in a particular 

lesson, a second or third encounter with them will ensure 

"concept generalization" (Rush 1987). Concept 

generalization reassures teachers that students have 

mastered the concepts by providing them another studio 

activity which requires their use. The concepts are 

repeated within differing media and visual context to 

illustrate the students' ability to transfer the learning. 

"Concept generalization activities produce more variation in 

childrens' imagery and generally reassure art educators that 

the discipline-based approach leads to artistic 

individuality" (Rush 1987, p. 207). 

Educational Objectives 

Eisner delineates three types of educational 

objectives. They are the behavioral or instructional 

objective, the expressive objective, and the type three 

objective (1973). 

The first type, the behavioral objective is one most 

prevalent in our school system. It is one in which the 

teacher expects a specific outcome, a correct answer. It 

describes the students' behavior and identifies the content 

in which the behavior is to be displayed. It should be 
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sufficiently specific so that it is possible to recognize 

the behavior if the students are able to display it (Eisner, 

1973). 

The second type, the expressive objective is evocative, 

it aims at constructing an encounter, creating a setting, or 

forming a situation which will stimulate diverse and largely 

unanticipated responses and solutions from students (Eisner, 

1973). "The expressive objective is complementary to the 

instructional objective" (Eisner, 1973, p.191). Both types 

of objectives exist and at times co-exist within art 

programs. 

A third type of objective develops from the first two 

and forms what Eisner calls the type three objective. 

Within this objective, the design constraints are given but 

the forms the solution can take are in principle infinite. 

This third objective takes direct instruction with given 

objectives and teams it with open-ended solutions. Dr. 

Eisner's type three objective allows for both learning and 

expressive outcome. It differs from the CSE model and 

coupled with objectives (Eisner, 1973; Rush, 1987) it 

resembles the type of expression labelled artistic 

expression. 
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Creative Self Expression and Artistic Expression 

The distinction between creative self-expression and 

artistic expression is apparent in the substitution of the 

word artistic for the word self. Self-expression calls upon 

the feelings, needs, and concepts of the self in each 

student for inspiration of the creative product. The word 

self denotes that the student is complete and capable of 

producing the impetus for expression. No other conditions 

beside the self are required for expression to occur (Clark, 

Day, Greer, 1987). 

Artistic expression requires the study of art. Hospers 

(1985) illustrates that art work can appeal to our intellect 

as well as our feelings. 

There are many works of art that tease 

the eye but not the feelings: our 

response to them is primarily perceptual, 

with little affect. And there are others, 

e.g., sonnets by John Donne or De Rerum 

Natura by Lucretius, to which our response 

is in large measure intellectual. And 

there are still others, such as Tolstoy's 

War and Peace, which appeal to the senses 

and the feelings and the intellect, in 

about equal measure, (p.251) 
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Students may naturally acquire more of the necessary 

background to understand art work which presents emotions 

using popular imagery. However, understanding more serious 

art requires education. 

This education includes the mastery of what Feldman 

calls technique (1980). "It should be obvious that 

disciplines have evolved to provide the means to express 

intentions and communicate visions" (Feldman, 1980, 

115-116). Increasing mastery of a discipline reveals at 

each level new problems to solve, new experiences to 

assimilate and new techniques to acquire. Mastery or 

education within a discipline promotes growth, ability, and 

progress. 

Pittard (1988) suggests that innovations displayed by 

such recognized artists as DaVinci, Cezanne, and Picasso 

began with a highly developed grasp of artistic traditions 

and cultural conventions. "Unique solutions, personal 

self-expression, do not happen as a consequence of ignorance 

nor do they merely spill out as a product of vibrations in 

the nervous system; it takes years of growth and development 

for an artist to achieve what T. S. Eliot called the ability 

to 'sing with one's own voice"' (p. 46). 

The goal of a DBAE program- is an artistically educated 

adult. This education takes content from all four content 

areas or art: history, criticism, aesthetics, and studio 

production. As students learn to view and discuss, 

historically locate, or critically judge works of art, they 
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are becoming sensitive to the rigors of the professions of 

art (Clark, Day, Greer, 1987). "As they begin to master 

techniques for use of particular art media, students can 

invent and elaborate visual images for their own expressive 

purposes" (Clark, Day, Greer, 1987, p.162). 

Artistic expression, found in students' studio 

productions, is sensitive to instruction. As the students' 

sophistication in understanding and manipulating materials 

increases so do their choices for personal expression. The 

development of studio abilities parallels the development of 

understanding in the areas of history, criticism, and 

aesthetics. "The ability to be expressive in art should be 

developed as children gain competencies in art making and 

increased understandings of other disciplines of art" 

(Clark, Day, Greer, 1987, p.163). 
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CHAPTER 3 

AN EXAMINATION OF THE CRIZMAC 

DISCIPLINE-BASED LESSON 

The discipline-based CRIZMAC lesson will be examined 

according to the nine areas of comparison between DBAE and 

self-expression present in Clark, Day, and Greer (1987). 

The nine areas are goals, content, curriculum, conception of 

learner, conception of teacher, creativity, works of art, 

and evaluation. 

The lesson's focus is the life and work of Vincent van 

Gogh. The historical background of Van Gogh's life 

emphasizes the development of his unique post-Impressionist 

style. His still life paintings are examined identifying 

three stylistic characteristics: expressive brush strokes, 

limited palette, and center of interest. The students' 

culminating studio activity is a still life painting of a 

vase of flowers present in the classroom. 

GOAL 

One goal of this lesson is to instruct students in the 

content of art, causing an increase in students' 

understanding, interest, and abilities. The lesson draws 

upon art content recognized by scholars within the four 

disciplines. A second goal is to present the content as an 
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accepted component of the students' total instructional 

week. The instruction does not take place haphazardly but 

within regularly allocated time frames. A third goal is to 

relate the design of the lesson containing learner 

objectives, goals, and evaluation to the same format used in 

other cpntent areas. 

Hence the goals are threefold, first to teach students 

the content of art, second to do so in a regularly 

designated time allowance, and third to use an instructional 

format similar to others found in the school curriculum. 

CURRICULUM 

The discipline-based CRIZMAC lesson used in this study 

is one of a series in a supplementary curriculum material 

designed to fit into an existing curricular structure. The 

content of the lesson reflects the four disciplines of art: 

art history, art criticism, studio production, and 

aesthetics. Because it is supplemental it requires 

additional lessons to precede and follow it, in order to 

develop a complete curriculum. This particular lesson is a 

part of a six-lesson instructional unit called the Master 

Pack. The lesson is designed for use with grades four 

through eight. 
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CONTENT 

Art History 

The historical component of the lesson includes the 

content concepts of attribution, iconography, provenance, 

and function and the methods of inquiry of restoration, 

analysis, attribution, and authentication (Greer, 1987). 

Attribution includes Van Gogh's birth, nationality, place of 

residence, and death. Particulars such as his failure in the 

ministry and his brother Theo's subsequent encouragement to 

paint are included to demonstrate Van Gogh's emotional 

difficulties and enable students to recognize evidence of 

Van Gogh's personal turmoil within his urgent painting 

style. 

Several examples of Van Gogh's work are shown to 

illustrate symbolic content. His painting of the Potato 

Eaters illustrates his understanding of poor rural Dutch 

farmers. 

The concept of provenance is found in a discussion 

explaining that his paintings were not purchased or hung in 

museums within his lifetime. The purpose or function of his 

work is defined as a painting, to be hung and appreciated. 

Several of Van Gogh's paintings are analyzed for 

stylistic characteristics. The characteristic of active, 

expressive brush strokes is discussed because of its 

similarity to those used by the Impressionists. Van Gogh's 



26 

interaction with Claude Monet and the other Impressionists 

is presented to explain their influence on his development 

of a unique, post-Impressionist style. 

Art Criticism 

Van Gogh's paintings are examined for subject matter, 

content, meaning, and justification as a part of the art 

criticism component of the lesson. Although many paintings, 

including those of landscapes, interiors, and self-portraits 

are shown, it is his still-life paintings that are 

critically examined. The type and placement of the flowers 

are discussed. His use of a limited color palette and the 

inclusion of a center of interest is illustrated. 

The content of the paintings is examined and the 

expressive brush strokes are identified and discussed for 

their expressive meaning. Deeper meaning is revealed in the 

inclusion and increasing intensity of his expressive brush 

strokes. Van Gogh was influenced by the Impressionists yet 

he developed his own style. His style in turn has 

influenced later artists. This development and influence of 

style provides the justification for the study of Van Gogh's 

art work. 

The methods of inquiry present within the lesson 

resemble the method of aesthetic scanning developed by 

Broudy and Silverman (1985). The method of examining Van 

Gogh's art work begins with a description of the subject 
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matter, followed by the sensory properties or elements of 

art present within the paintings. Here the limited palette 

of colors is identified. Next, the painting is analyzed for 

its formal properties or principles of composition, 

illustrating the concept of center of interest. 

Technical properties are discussed, examining the 

expressive brush strokes. The previously identified sensory 

(elements) and formal (principles) properties are further 

analyzed to illicit the expressive properties in the hopes 

of understanding the meaning. Within the evaluation 

component, students are told that Van Gogh's paintings are 

significant both for their unique style and as a part of the 

greater development of modern art. 

Studio Art Production 

Within the studio production students discuss the 

methods Van Gogh employed to produce his paintings. The 

concept of originality, discussed earlier, is now reviewed 

as it applies to the students' production. Technical skills 

are demonstrated and practiced. These skills include the 

application of paint in active, expressive brush strokes. 

Craftsmanship as it specifically applies to the drawing and 

painting is discussed. Finally the entire production 

process of the painting is demonstrated, from the 

composition and drawing to the application of paint. 
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Students then act out the methods of inquiry. They 

begin with the discovery of the problem or the inspiration. 

The teacher poses the problem for the students to solve. 

The problem is, "paint a picture of the still life" that is 

set up in the room. The still life painting should con

tain active expressive brush stokes, a limited color 

palette, and a center of interest. These concepts and 

techniques are taught in different portions of the lesson. 

The teacher will also evaluate the students' paintings 

for the learned objectives. The active expressive brush 

stroke will appear as brush strokes of thick paint, applied 

with a single stroke. The direction, length, and width of 

the stroke will be visible. The painting should be 

predominantly composed of visible brush strokes not blended 

areas. 

The limited color palette will appear as three to four 

colors repeated within the painting. The colors will not be 

blended on the painting's surface, but applied as pure color 

side by side. 

The painting will contain a center of interest that 

will be obvious to students because it attracts the most 

attention. Techniques for creating this interest may 

include using the brightest color, the darkest color, the 

most contrast between colors, the largest flower, or the 

most detail. 
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Aesthetics 

The lesson provides opportunities for the students to 

experience the aesthetic properties within the art work of 

Vincent van Gogh from the sensory to the expressive 

qualities within the paintings. As this process 

takes place, students begin to realize the nature, intent, 

and value of art. This process takes the form of the 

aesthetic scanning component found within the critical 

analysis portion of the lesson. As a method of inquiry, the 

scanning technique intends to initiate the students' process 

of becoming literate in the area of aesthetics. 

This analysis enhances students' abilities to respond 

to the painting by providing them with additional 

information and the vocabulary to express it. This learning 

serves to educate the students beyond the simple distinction 

of taste. 

Within the aesthetic component, students' feelings and 

observations concerning their art work and that of Van 

Gogh's are discussed. Aesthetic questions focusing on the 

import, meaning, and mood of the art work are asked. 
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Students are to explain why they respond in a particular 

manner, supporting their assertions with visible 

characteristics within the art work. This educated response 

is a goal of the aesthetic component in the lesson. 

CONCEPTION OF THE LEARNER 

The CRIZMAC lesson views the student as a learner, 

similar to the viewpoint taken in other school subjects. 

For example, teachers do not assume that students in the 

first grade will naturally acquired the concept of reading. 

Instead they proceed to instruct the basic skills needed for 

the acquisition of the ability to read. 

Taught at the elementary level, this lesson might be 

the student's first instructional exposure to concepts of 

painting as well as to Van Gogh. It is the intention of the 

lesson .to teach students these concepts. Like other subject 

areas, students do not naturally acquire art content, it is 

a result of instruction in the four disciplines of art. 

Within the historical component of the lesson the life 

and work of Van Gogh is presentd to educate the student 

about Van Gogh and to chronologically place his work in the 

development of modern art. His paintings are then 

critically examind for the characteristics of active, 

expressive brush strokes, limited palette, and center of 

interest. These characteristics become the objectives for 

the students' studio production. In this lesson, students 
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use a still life of flowers as subject matter for a 

painting. An actual still life of flowers is present within 

the classroom and the students apply the learned 

characteristics as they produce a painting of it. 

The students' level of sophistication warrants 

simplified objectives, to be produced using delineated 

subject matter, materials, and techniques. Studio 

production allows students to demonstrate compositional 

strategy of center of interest, techniques of paint mixing 

using limited colors, and thick expressive brush strokes. 

The student is instructed in the new processes, materials, 

and concepts and expected to use these in the production of 

the painting. 

Aesthetic components are discussed to illuminate such 

questions as mood, dynamic state, or ideas present in the 

work of the students and that of Van Gogh. The identified 

characteristics present within the paintings and information 

about Van Gogh and the students themselves are combined to 

illicit the paintings' meanings. As previously discussed, 

the instructed content of the lesson intends to increase the 

sophistication of the students' aesthetic responses. 

CONCEPTION OF THE TEACHER 

It is the responsibility of the teacher to teach the 

historical background, critical analysis, identified 

objectives, and media techniques to the students. 
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Furthermore, it is the the teacher's responsibility to 

review the instructed content, encourage, and respond 

appropriately to promote learning. The teacher provides the 

information and techniques of the lesson, sets the problem 

for the students to solve, and examines the students' 

results. 

ARTISTIC EXPRESSION 

Artistic expression occurs when students apply what 

they have learned to solve the instructional problems posed 

in the lesson. Students' artistic expression is a visual 

result, present in their studio productions, of instruction 

assimilated then applied to an artistic problem. After 

instruction, the students act in the role of the studio 

artist manipulating specific understood techniques, 

strategies, and subject matter found in the studied art 

work. 

The students' solutions will be unique although all 

should contain the lesson objectives. The inclusion of the 

objectives illustrates students' acquisition of designated 

concepts. Unique characteristics may be found in 

undesignated areas of the lesson. For example, the students 

are instructed to use a limited palette of colors but the 

exact colors are not specified. One student may select a 

blue-green palette and another a yellow-orange. The 

undesignated areas of the lesson allow students to use 
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previously learned characteristics or techniques already 

present in their artistic repertoire. It is within the 

undesignated areas of the lesson, using previously learned 

concepts and techniques, that students demonstrate artistic 

expression. 

Understanding Van Gogh's emotional interaction and 

vibrant feelings about his subject matter, a part of the 

historical component of the lesson, sets the stage for the 

students' expression of moods, ideas, or dynamic states 

within their art work. By studying the expressive 

characteristics of Van Gogh's paintings and the emotional 

impetus behind them the students are provided with an 

expressive model. Artistic expression like other concepts 

needs instruction. Students' own expressive abilities 

should improve as they study those of other artists. As 

students learn artistic concepts found in the four 

disciplines of art, they become better prepared to 

artistically express ideas of their own. 

IMPLEMENTATION 

The CRIZMAC discipline-based lesson is designed to 

function within the larger context of a district curricular 

structure. Existing as a component in a six-lesson 

supplementary program, the CRIZMAC lesson requires the 

teacher and/or curriculum specialist to place it at an 



34 

appropriate level within the curriculum structure. The 

lesson's proper placement will make it a step in the 

sequential development of artistic learning. District-wide 

placement will insure that one student will not receive the 

lesson in two subsequent grade levels, as well as insure its 

instruction. 

WORKS OF ART 

The inclusion of recognized art work provides a context 

for the study of particular elements or characteristics as 

well as broadening the students' total understanding of art. 

The images of Van Gogh's paintings are instrumental in the 

students' conceptual awareness of the lessons objectives. 

Van Gogh's early work such as the Potato Eaters 

illustrates his early style and his obsession with the poor 

and indigent people. His change of style, as a result of 

the influence of the Impressionists, is illustrated with 

examples. These examples demonstrate his change of subject 

matter and selection of color. No longer are his paintings 

filled with the poor farmers painted in dark somber colors. 

He has replaced them with paintings of landscape, interiors, 

and still life using brighter more intense color. The 

still life paintings shown are specifically examined for the 

characteristics of subject matter, color and application of 

paint. These characteristics become the designated 

objectives of the lesson. 
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The final component of the lesson is the evaluation of 

the students' art work. The recommended form is a critique. 

The class is gathered for a discussion and the students' art 

work is examined for the learned objectives. The students, 

clearly aware of the objectives, discuss whether or not they 

were successfully accomplished. Successful accomplishment 

will require the visual presence of the objectives within 

the students art work. 

A final component for discussion are the expressive 

qualities found in the students' work. Drawing on 

historical and critical information concerning Van Gogh's 

expressive qualities, the student explains the mood, 

feeling, or meaning present in their own art work. 
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CHAPTER FOUR 

CONCLUSION 

Artistic expression appears in the discipline-based 

CRIZMAC lesson as a visual result, present in the students' 

productions, of assimilated instruction as applied to an 

artistic problem. The inclusion of qualities that result 

from the objectives demonstrate the students' learning. 

Artistic expression is apparent when the student applies the 

learned concepts and expressive qualities used by artists in 

a setting beyond the objectives. 

The lesson enlists students to practice the roles of 

the four disciplines of art. Within these roles the 

students understand and appreciate the historical 

background, recognize and participate in a critical analysis 

of the artist's work, produce a painting, and discuss the 

aesthetic questions and content present in their own work as 

well as that of the artists. These activities are the 

process of discipline-based instruction. The instructional 

process prepares students to work through artistic problems 

present within the lesson in the form of objectives. 

The CRIZMAC lesson sets up artistic objectives for the 

studio production of a still life of flowers. These 

objectives are three characteristics found in Van Gogh's 

paintings: active, expressive brush strokes, limited 
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palette, and center of interest. As the students produce 

their paintings, these characteristics should be present. 

We can view using these characteristics as an attempt 

to become artistically expressive. The student has 

assimilated the learning and applied it to the problem of 

painting a still life using the same qualities of 

expressiveness found in Van Gogh's paintings. As the 

teacher evaluates the art work, the apparent visual 

qualities illustrate the success of the students' learning. 

The inclusion of undesignated expressive properties may 

illustrate the students' artistic expression. 

Artistic expression, as found within the lesson, occurs 

when students include additional qualities or refinements 

that are not directly prescribed by the objectives. These 

additional qualities include expressive components exhibited 

by Van Gogh's paintings that are not captured in a specified 

objective. By examining the Van Gogh still life paintings, 

students perceive the expressive components of selection and 

composition of subject matter, selection of colors, and 

application of paint. Although the three identified 

objectives are prescribed, they are not inclusive; they do 

not define all aspects of Van Gogh's style. Students' 

successive experiences with identified art work builds their 

visual storehouse with images they associate with art and 

artistic expression. 

Student's verbal discussion, or conclusions drawn from 

instruction in the historical, critical, and aesthetic 
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components of the lesson are also objective goals. When 

students faced with new concepts or art work come to a 

conclusion referenced to art content, they are again 

demonstrating the acquisition of learning. This learning 

will enable them to express themselves verbally concerning 

artwork, styles or preferences. 

For example, untutored students would not have known 

that Van Gogh's expressive brush strokes were a result of 

the influence of the Impressionists in conjunction with his 

emotional intensity. Through the coupling of historical 

background with critical analysis, this connection becomes 

apparent. Hence, the students working within the models of 

the art historian and art critic reached a conclusion. This 

conclusion is the expression of the,artistic roles of critic 

and historian. Subsequent use of this and other knowledge, 

especially as it applies to untutored subjects, could be 

called artistic expression. Students more comfortable with 

verbal or written discussion than studio production could 

find their mode of artistic expression in the roles of the 

art critic or the art historian. 

The inclusion of self-expression within the confines of 

the CRIZMAC lesson elicits a comparison of self-expression 

with artistic expression. Referring to the earlier 

distinction that self-expression requires no instruction but 

is a natural impulse of the individual, we find that it is 

irrelevant to a discipline-based lesson. 
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The CRIZMAC discipline-based lesson is an instructional 

tool. Complete with content from the four disciplines, 

clearly defined objectives, and evaluation, its intent is to 

change students' perceptions by supplying them with new 

information. Once the students have acquired the 

instruction, their expressive results should demonstrate 

this learning. Areas for students to practice their newly 

acquired understanding are present within the CRIZMAC 

lesson. They are found within the designated content and 

the undesignated context of the lesson (Rush, 1988). 

Within the Van Gogh lesson the expressive brush 

strokes are a designated concept and their inclusion in 

students' paintings indicates successful learning. However, 

in a subsequent lesson not containing a designated painting 

style, the undesignated use of expressive brush strokes 

could be considered spontaneous artistic exjpression because 

the decision to employ its use originates within the student 

not the lesson. Undesignated areas within lessons, provide 

students opportunities to select from previously acquired 

concepts and apply them to new situations. 

The undesignated dimensions present within the Van Gogh 

lesson include the still-life selection and arrangement, the 

center of interest placement or arrangement, color 

selection, and size of brush stroke. The type of still life 

is not designated for the teacher, so it will vary from 

classroom to classroom. 
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Each student's composition or arrangement of the still 

life will be a unique solution. However, differences alone 

are not necessarily an indication of artistic expression. 

Students sitting at diverse angles or selecting different 

viewpoints will produce a variety of compositions. These 

differences are a product of seating arrangement, not 

artistic expression. However, if students refer back to Van 

Gogh's compositions and include wilting or dead flowers or 

take several flowers out of the vase to lie on the table, 

then these compositions could be examples of artistic 

expression. The student identified these visual 

characteristics within the Van Gogh works studied and 

selected their use not as a defined objective, but as an 

expressive option. 

The placement of the center of interest is another 

undesignated concept. Students who like one type of flower 

more than another, may select it to become their center of 

interest. Students are taught that the center of interest 

does not have to be placed in the center of the composition, 

but may be in a variety of areas, thus allowing them 

differing solutions. Several techniques explaining how to 

create the center of interest such as the use of bright 

color, dark color, or the addition of greater detail are 

discussed and offered as choices for the students. 

Color is another undesignated aspect of the problem. A 

limited palette is a defined objective but the colors to be 

used are not specified. Directions are given, suggesting 
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the use of analogous color, but the final selection is left 

to the student. Hence, one classroom of paintings could 

contain a variety of color palettes. A limited palatte is 

defined as a selection of three colors which can then be 

mixed. 

The use of expressive brush strokes is a defined 

objective and students are given instruction on the 

technique, yet the students' personal interpretation of the 

expressive brush stroke provides variety. Some students use 

wide short strokes, while others prefer more narrow 

elongated ones. Some strokes are straight, while others 

bend or twist. Examples of this variety present within the 

concept of active expressive brush stroke were examined in 

Van Gogh's paintings. These areas for students' expressive 

options are visually present in Van Gogh's paintings but do 

not represent objectives. 

Unlike Efland's (1976) school art approach of teaching 

a single school art style, the CRIZMAC discipline-based 

lesson serves to introduce a particular style as one of 

many. The intent of subsequent lessons is to introduce 

students to a widening variety of artistic characteristics. 

When an opportunity arises in an undesignated portion of a 

lesson or as an elected art work a student may select from 

this learned repertoire. 

Students' art work produced in the CRIZMAC lesson 

differ from their pre-instructional efforts. Students' 

pre-Van Gogh paintings did not exhibit the expressive brush 
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stroke. True, at some later time they may naturally acquire 

this technique, but what then is the purpose of instruction? 

Successful learning can be recognized when the designated 

objectives are visually present in the students' work. The 

objectives are a result of instruction and can be viewed as 

a new response. Subsequent lessons including additional art 

content successfully assimilated by the student will give 

them the necessary tools for later expression. 

The CRIZMAC lesson illustrates that instruction can 

improve students' expressive abilities. The more art 

instruction students receive, the larger their repertoire of 

choices will be. This repertoire of techniques, concepts, 

and vocabulary will enable them to fulfill the designated 

objectives and apply previously acquired learning to the 

undesignated areas of a lesson or within personally elected 

art work. 

The CRIZMAC lesson is discipline-based in its inclusion 

of the four content areas. It serves to instruct students 

in subject matter they currently know little about. It also 

intends to approach this instruction in methods which set 

art into the framework of general education, instead of a 

separate and different area of study. Borrowing 

well-recognized techniques of instruction, the results of 

the lesson can be recognized either in the student's studio 

production or their increased ability to recognize, discuss, 

or analyze art work. 



43 

Finally, it is not the intention of the CRIZMAC lesson 

to simply distill art into objectives and, as some critics 

claim, to remove its magic. On the contrary, the CRIZMAC 

lesson intends to make sure the magic is there. This magic 

is the content of art that for centuries has inspired 

creations from men and women throughout the world. This 

artistic expression is the legacy of the content of art. 
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