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ABSTRACT

This study was designed to compare the effects of a multisensory art criticism
approach with a traditional (visual) art criticism approach in interpreting a work of art.
Parade (1960) by Jacob Lawrence was the artwork chosen for the study. Two groups of
visually impaired and blind high school participated in this study. Group 1 received the
multisensory instruction, which included music, and tactile stimuli, and then the
traditional instruction. Group 2 received the same exercises but in the opposite order.
All students (N = 18) completed two assessments on their knowledge and interpretation
of the work on a Likert-type affective scales. Assessment 1 came af^er the first treatment
for each group and assessment 2 came after the second treatment for each group. Results
implied that there was an interaction between scores based on which method was
presented first. The scores indicated that multisensory instruction is more effective after
traditional instruction is presented.
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CHAPTER 1
STATEMENT OF INQUIRY

Introduction
Have you ever imagined teaching art to children who are blind? How could a
blind person appreciate a woik of art without seeing it or touching it? At what level can a
person who is blind discuss and create art?
The thought of teaching art to blind children did not cross my mind during my
undergraduate years. I felt that I left college prepared with all the methods of teaching
art. I wasn't confronted with the issue of "visually impaired people and art'' until my first
teaching job in southeastern Ohio. My teaching responsibilities included teaching art at
two elementary schools with a combined population of 700 students in kindergarten
through sixth grade. In this diverse and large population I had one class with seven blind
students.
The first question I asked myself was "How can I teach art to these students?" I
didn't leam about teaching art to blind students in my methodology classes. How could I
approach teaching art history? The students could not see slides or poster reproductions.
How could we have class discussions on the style of a work or the formal properties?
What would I do with these students? I had a lot of unanswered questions.
I first spoke with the students' classroom teacher who was anxious to talk to me.
She offered to give me some ideas and share what the previous art teacher did with the
students. I started to combine some of her ideas with my Discipline-Based Art Education
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background. I went to the library in search of articles and books on teaching art to blind
children. To my surprise I found very little information. The items I did find were long
out-dated. I searched for school curriculum in art education that covered information or
lessons for blind students. Again, I was astonished to find extremely little information.
Afiter months of searching I gave up and started to create and write my own art
curriculum for my blind students.
The seven students I worked with had different degrees of blindness. Some of the
students had partial sight and others had no sight at all. This made my lessons and
instructional methods more challenging. Trying to find a universal method to teach all of
the students was impossible. I found myself describing the works of art to them; quickly
discussing the content of the work, background on the artist and the formal properties of
the piece; and then jumping right into the studio activity. I did not have any formal
training in teaching art to blind students, let alone in implementing critical thinking and
aesthetic scanning skills. In the three years I worked with these students I probably
learned more from them than any other class.

Part to Whole
The teacher of the students that I previously mentioned once in a discussion
explained to me the difference between how blind and sighted people learn. In simple
terms, she explained to me that blind people leam by examining things in parts before
comprehending the whole thing. While sighted people usually leam the opposite way.
She used the phrase "part to whole." These few words have a very powerful meaning
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which sums up my research very well. I have used this phrase as inspiration for many of
my own artworks and when I speak to people about my research interests.
For this study, I feel that it is appropriate to use this phrase in relation to a beaded
necklace, a metaphor that I will use throughout this study. My research project is
comprised of many parts, which like beads are small, and large, some are very detailed
while others are more basic. Throughout my study I will attempt to string these parts
together. Think of the separate chapters and their contents as these beads, which are ail
unique like the students and the process in this study.

Theoretical Basis of Study
During the course of this study, I had the opportunity to work with children and
adults who are blind. However, each person's vision loss was greatly different. Using
the term "blind" is extremely misleading. Consequently several visual impairment
conditions use this general term. I find it important and necessary to define each of these
conditions; low vision, congenitally blind, and adventitiously blind
People with low vision see in many different ways contingent on distance, size,
and color contrast. Depending on the cause, a sight-loss can mean a loss of peripheral or
central vision, hazy or blurred vision, tunnel vision, or a total loss of vision. People who
have been totally blind since birth without any visual memories are congenitally blind.
Individuals who lost their sight later in life are adventitiously blind; they have a wealth of
visual memories from which to draw an understanding of color concepts and
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size/dimension (Drosnes & Scanlon, 1998). I will go into further detail in chapter two
with each term in relation to art.
Little research has focused on art education and the blind. The majority of
articles I have examined focus more on studio activities then critical inquiiy, aesthetics,
and historical content in art. These articles also tend to have a general focus on students
with disabilities and not specific conditions such as art and the blind.
In the 1970's, the Education for All Handicapped Children Act (PL-94-142) set
the stage for revising standards in educating handicapped children. Passage and
implementation of PL-94-142 legally required that all school districts provide education
for students with special needs in the least restrictive environment (De Chiara & Kaplan,
1981; Copelend, 1984; Kolosky, 1979). This means that students with special needs will
be educated in a manner similar to non-handicapped students. Due to amendments of this
act, significant amounts of research have been written that touch on elements of
multisensory learning. Multisensory instruction uses non-conventional teaching methods,
which include sensory learning.
More recently, there is research dealing with the concept of multisensory learning
in disciplines such as music and English, but there is still very little research in visual art.
John Geringer, Jane Cassidy, and James Byo (1997) compare the effects of different
kinds of visual presentation and music alone on university non-music students' affective
and cognitive responses to music. Nancy Murphy (1997) examines whether a
multisensory approach to spelling instruction would have an impact on spelling
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achievement. Although different content is investigated in these studies, they both use a
multisensory teaching approach over a traditional one.
Teachers of students with visual impairments encourage the use of other sensory
modalities in exploring the environment as well as any remaining vision to interpret
visual stimuli more efficiently (Piatt and Janecko, 1991). Rubin and Klineman (1974)
describe how multiply handicapped and visually impaired children express feelings and
fantasies in art. Their research involved working with several blind children and
allowing them to discover a variety of art media. While feeling, touching, or smelling art

materials, the children made associations to other aesthetic experiences in life.
Observations suggest children feel a sense of accomplishment when working in art
In 1979, the Kalamazoo Institute of Art (Michigan) designed an exhibit for
visually impaired visitors. The show consisted of eight bronze sculptures and eight oil
paintings featuring the human form. Two questions led to the basis for developing the
show; "How do blind people become interested in art and restore their former interest in
art?" and "How does art become meaningful to the blind?" (Hunt, 1979, p. 366). The
answer came afiter over fifty blind people attended the exhibit. Susan Hunt, the
educational curator discovered that the show was only one component in learning art.
Hunt stresses that art "must be interwoven with many other aspects of art education"
(Hunt, 1979, p. 366). Blind individuals must be taught effective investigative techniques

similar to the methods of art criticism. Even without sight, one can still describe,
analyze, interpret, and judge a work of art.
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Ronald Hinton (1991) explores similar issues in a more recent study. Hinton
explains the use of a tactile reproduction with taped commentaries of a painting with
congenitally blind adults. Hinton transcribes a visual artwork into a tactile representation
along with an auditory analogy. Hinton suggests that individuals who are blind must be
taught effective investigative techniques similar to the methods of art criticism, which
include the use of other sensory modalities. Students must be given the opportunity to
explore artworks tactually. Systematic exploration will reinforce fine and gross motor
skills as well as expressive and receptive language development.
There is a continuing need for more adequate research to be conducted on
multisensory learning in art. Multisensory learning would enable students to leam
through all of their senses. Adding sound, smell, and taste to art activities will enrich the
quality of the learning experience (Swenson, 1987). This approach would be especially
beneficial to visually impaired students who rely on their senses for learning.
Research conducted and articles written on the topic of "art and visually
impaired" tend to be in non-classroom situations. The reality is that students with severe
visual impairments fail to receive the same exposure to art as their sighted peers.
"Students integrated into regular classrooms are often 'helped through' inappropriate
class art projects or art is totally omitted from their programs because 'there isn't enough
time'" (Swenson, 1987). Many of the teachers and administrators I spoke with during
this study informed me that people do not see the value of a "visual" arts program for
"visually" impaired students. Their attitude is "why teach something the students can't
see?"
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When developing a program for students with special needs, an art teacher may be
faced with many challenges and questions. How can the art program provide each
learner with the opportunity to attain his or her maximum potential? How does one
address the needs of the student? What kind of modifications should be made? (Nyman
& Jenkins, 1999).
Art is a way of perceiving and thinking, not merely making art (Emmer, 1989).
Students are being taught higher order thinking skills with the visual arts (Stephen, 1996).
The field of art education has long since moved beyond a creative-expressionist approach
to teaching children art. With the introduction of Discipline Based Art Education in the
early 1980's, students are no longer merely making art but are describing, analyzing,
interpreting, and making their own judgments of works of art. Developing interpretative
skills for understanding artworks is a significant goal for current art education practice
(Walker, 1996).
Art curriculum for visually impaired learners should (1) have intense involvement
and response to personal, tactile, olfactory, and auditory experiences, (2) perceiving and
understanding textual, structural, spatial, and formal properties in art, (3) thinking,
feeling, and acting creatively with art media and techniques, (4) acquiring knowledge of
historical, critical, and aesthetic art content through multisensory exploration, (S)
obtaining information of art elements and design principles, and (6) developing a sense to
explore, experiment and express creatively and critically in art education (Copeland,
1984).
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Description of Inquiry
As a graduate student in the art education program at the University of Arizona,
my experience has evolved from my previous teaching involvement with children who
are blind. My pedagogy reflects the notion that all students should be able to explore
their artistic creativity and their critical inquiry towards art regardless of any disabilities.
I realized when teaching art to students who are blind that my instructional methods were
not all appropriate. How does a blind person appreciate art when it cannot be touched,
heard, or sinelled? How can they analytically discuss a work of art without seeing it?
Through this study, I will test whether a multisensory interaction will enhance the
students' ability to analyze and respond to the arts. Through multisensory learning
students will strengthen their critical comprehension of an artwork and that multisensory
instruction will prove to be more effective than using only tactile instruction - it will
allow students who are blind to examine multiple levels of meaning in an artwork.

Purpose
The purpose of this study is to compare the different effects of a multisensory art
criticism approach to interpret a work of art. A multisensory art criticism approach
involves the use of multiple senses when discussing a work of art. Participants will use a
tactile representation, scents-smell, and a musical analogy when discussing the artwork.
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Research Questions
This study is designed to address the questions; Does the use of muitisensory
stimuli aid a child's interpretation and knowledge of art? Is one approach more
successful than another? In what order should the sensory instruction be presented?

Null Hypothesis
This study is intended to test one hypothesis: Muitisensory instruction is the most
effective. Muitisensory instruction will allow students to explore a work art through their
senses. By touching an artwork reproduction, listening to music which captures the
mood of the artwork, and smelling scents that depict objects in the artwoilc, the students
will have an enhanced learning experience which will give them the ability to convey
their own thoughts on the artwork.

Methodologv
This study combines qualitative and quantitative research methods to assess the
instructional methods and students' performance. Qualitative elements include written
observation notes and video documentation of the students' interaction with the
muitisensory stimuli. I felt that a qualitative style would give a very detailed step by step
documentation of this project, which would emphasize my personal explanations in
developing the materials and planning the project. While the quantitative elements would
give me concrete facts of what really happened without my personal bias. I feel that by
combining both research methods my thesis will provide substantial information on
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multisensory art criticism instaiction for classroom teachers and art education
professionals.
The artwork selected for this study is Parade, 1960, by Jacob Lawrence. The
painting was created using tempera with pencil under drawing on fiberboard. The
dimensions of the work are 23 7/8 by 30 1/8 inches. This piece was chosen for several
reasons; Parade is a two dimensional piece and it is not accessible by touch; there is
adequate documentation and information on the painting; formal properties are an
important part of the art interpretation; and different scents, music, and tactile stimuli
could easily relate to the piece.
The subjects will receive two art criticism exercises, a traditional approach and a
multisensory approach. The multisensory stimuli will include smelling, hearing, and
touching the artwork. Subjects in this study will receive instruction in art history and art
interpretation. One of my objectives will be to observe the subjects' participation Avith
different multisensory stimuli to detemiine what multisensory experiences are the most
successful. My involvement will be as a researcher and as an instructor. To develop a
thorough multisensory approach, I will test my project with two pilot groups before
implementing it with the focus group. The first pilot group will include sighted children;
the second, adults with sight-loss. The focus group will consist of visually impaired high
school students.
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Elementary Age Pilot Group
Participants in the first pilot group will be fourth and fifth grade students from an
elementary school in Southern Arizona. Two groups of elementary students will be
presented with multisensory stimuli then the visual stimuli. The third group will receive
the opposite treatment. All students (N = 72) will complete two assessments of their
interpretation of the work on a Likert-type affective scale. Assessment 1 will come after
the first treatment for each group and assessment 2 will come after the second treatment
for each group. The assessments consisted of a mid-test and a post-test with ten
statements. The mid-test (assessment 1) was given after the first treatment of each group
and the post-test (assessment 2) was given after the second treatment of each of the
groups. The same ten statements were ask on both the mid-test and the post-test but in a
different order.
A color transparency of the work will be used as the visual stimulus; lemon,
cherry, and grape Kool-Aid will be used as the scents to represent the colors of the
painting; an excerpt from Hector Berlioz's Symphonie Fantastique, Marche cat supplice
will serve for the sound stimulus; and a raised line drawing of the work for the tactile
stimulus.

Adult Pilot Group
Participants in the second pilot group will include five adults with sight-loss.
Four of the subjects in this group are students (one undergraduate and three graduate) and
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one faculty member at the University of Arizona. Two of the subjects are completely
blind and the other three have different levels of sight-loss.
This group will receive the multisensory treatment first and then the visual
treatment. After reviewing data collected from the first study, I have decided to make
some modiflcadons with the multisensory stimuli. The adult group will receive a
different assortment of scents, which will include lemon, straw, and candy. A new
musical excerpt will also be implemented: Charles Ives' Three Places in New England,
2"'' Movement. A tactile reproduction of the artwork will be given to students to explore
by touch. I will re-create the woiic of art being discussed as a tactile relief collage using
matte board and gel mediums with different textures. A color reproduction of the
artwork will be used as the visual stimulus.
The adult group will receive the same assessment as the elementary children.
However, the adult participants will have the opportunity to give insight and feedback on
the use of the multisensory stimuli and the success of the overall activity.

Focus Group
The focus group for this study will consist of visually impaired high school
students at the Arizona State School for the Deaf and the Blind in Tucson. The subjects
in the focus group will also be divided into two sub-groups. The students' educational
level is mixed, and will include freshman to post-graduate students with different levels
of sight-loss. My research involves observing and testing these students (N= 19) during
the spring 2000 semester. The subjects will be presented with the treatment in the same
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manner as the pilot groups. Three graduate students from a nearby university will help
with the assessment. Graduate students will also be responsible for taking observation
notes. The entire project will be video documented. This will include my instruction and
the students' behavior during the activities.
Based on suggestions from the adult pilot group and personal observations, a few
changes will be made with the multisensory stimuli. The scents will be omitted with the
focus group because of feedback given from the adult group. The scents did not give a
clear representation of the subject matter and content of the artwork. Three tactile
reproductions and three color reproductions will be made one for each table.

Si|jmificance of the Studv
The development of multisensory art education is extremely significant since
most state schools for the blind do not have a visual arts program. Classroom and art
teachers are required to include art instruction in their curriculum but are not always
adequately trained in special education methods.
This study is timely and important because under the national and Arizona state
visual art standards, teachers are required to teach the content of aesthetic, historical, and
critical inquiry in art as well as the production of art. Educators are asked to implement
these disciplines with all classes that they teach including students with disabilities. The
arts are basic educational processes that involve students with differing abilities and from
various age groups in sensory perception and critical thinking. Students must be
provided with opportunities to discuss artworks on an interpretive level. They should
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have means, through which they may look, feel, listen, and even smell the artwork. A
muitisensory interaction will enable students to successfully respond to the arts. Even
without sight, one can still interact with and appreciate art. Currently very little research
in muitisensory learning currently exists in the field of art education. The data from this
research will document the importance of muitisensory art education for students with
sight-loss.

Limitations of the Study
The limitations of this included a limited number of students, the length of time,
and accessibility in woildng with the students. The project was also conducted at one
school with only one art lesson. Generalizations about this study can not reflect all high
school students who are visually impaired and blind as well as all art lessons.

Organization of Chapters
Chapter 2 reviews literature in the areas of; Blindness, Art Education as Therapy
Discovery of Art Media, Mainstreaming in Art, Task Analysis, Pre-service Teacher
Education, and Muitisensory and Traditional Art Criticism Instruction. Chapter 3
describes the participants involved in this study, the independent and dependent
variables, the design, time table and the artwoiic; the chapter also elaborates on the
procedures, which will include the muitisensory and traditional instruction, muitisensory
stimuli, assessment questions and observations. Chapter 4 presents the analyses of
qualitative and quantitative data by addressing the students' responses and interaction
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wdth the multisensory stimuli and examining the statistical results from the assessments.
Chapter 5 discusses the findings of multisensory art criticism instruction and makes
recommendations for change, the chapter concludes with the implications, limitations,
and by mentioning key areas in developing and implementing multisensory materials for
students with sight-loss.
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CHAPTER 2
REVIEW OF LITERATURE

Organization of Chapter
This chapter will provide a review of existing literature pertinent to this study.
Sources gathered for this review include studies from professional research journals,
research-based articles, and dissertations as well as information from professional
presentations. The literature analyzed in this chapter defined the different conditions of
visual impairments, traced the history of art education for students with disabilities,
compared different types of multisensory instruction and gave suggestions in teaching art
to students with sight-loss. This chapter is divided into three sections (1) blindness, (2)
art education for students with disabilities, (3) and multisensory art instruction.

Terminology
Throughout this study several terms will be used to describe the students in this
study as well as students in general with disabilities. The term "disabled" will be used to
describe students with one or multiple disabilities, which could include; students with
hearing or visual impairments, learning and behavioral disorders, physical and mental
handicaps, as well as other disabilities. Students with sight-loss will referred to as
visually impaired or blind. These terms are begin used generally and do not represent all
of the students in this study unless otherwise noted.
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Blindness
What constitutes blindness? Blindness is defined in several different ways.
Webster's Dictionary defines the term blind as "having less than one tenth of normal
vision in the more efficient eye when refractive defects are fully corrected by lenses"
(1990). The Individuals with Disabilities Education Act (IDEA) Amendments of 1997
defined children with visual impairments as those who have a visual impairment, which
even with correction affects education

performance. Drosnes and Scanlon (1998) use

the term sight-loss in place of blindness to describe all medical stages of vision loss from
visually impaired (which is 20/60 to 20/200), legally blind (sight over 20/200 '), to totally
blind. It is important to fully understand what constitutes blindness so we can better meet
the needs of students.
The following paragraphs in this section contain background information on
specific types of sight-loss that will be referred to throughout this study, I have primarily
taken definitions from the Festival Eves: Docent Training Manual (Drosnes & Scanlon,
1998). The authors address visual impairments in association with viewing artworks.
This manual is only kind in the field to date.
As discussed in chapter one, people with low vision see in many different ways.
The students who participated in this study represent several forms of visual impairment
and blind conditions. By understanding the following conditions we can help visually
impaired students be more active in viewing and discussing an artwork. In addition to
congenital and adventitious blindness, macular degeneration (decreased central vision;

' 20/200- Means that a blind person can see at 20 feet what a nomially sighted person can see at 200 feet
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the peripheral vision is unaffected), cataract (diminished acuity from an opacity of the
lens; the field of vision is unaifected but the view is hazy), hemianopia (vision is lost in
half the field causing a reading impairment) and retina pigmentosa (tunnel vision, small
area of central vision remains) are some visual impairments. (Drosnes & Scanlon, 1998).

Schoolin|g for Students with Sight-loss
Sacks and Silberman (1998) trace the historical perspectives of students with
sight-loss. They note that even as recent as the 1950s, students who had visual
impairments with other disabilities were denied a public education in mainstreamed
schools, the majority of students were being educated in schools for the blind. In the late
1950s and 1960s, a surge in the growth of public school programs for students with visual
impairments resulted in decreased enrollment of students in specialized schools (Sacks &
Silberman, 1998). This was an important step in getting children with sight-loss into a
mainstreamed classroom situation. Mainstreaming helps improve students with
disabilities social interactions and gives there peers a chance to be role models in the
learning environment. However, public schools placed children with visual handicaps in
self-contained classrooms in order to give them specialized attention. This form of
practice was in effect until 1975, when the Education for All Handicapped Children Act
(PL 94-142) was passed. This landmark legislation (renamed IDEA [PL 101-476] in
1990 and amended in 1997 [PL 105-17]) ensures a free appropriate public education for
students with disabilities. This act introduced the practice of mainstreaming which will
be discussed in the following section.
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Art Education for Students with Disabilities: The Early Years
What pertinent research on students with disabilities exists in the field ofart
education? To better understand the growth and structure of art education programs for
disabled students, we must first historically trace the development of certain trends and
practices.
No individual has had a more lasting influence on the history of art education, and
especially teaching art to the blind, than Viktor Lowenfeld. Lowenfeld's humanistic
philosophy of art education led educators to a more articulate comprehension of
developmental growth represented in children's art. He believed that children should
mature naturally, and that highly directed intervention from the adult art world would
only inhibit the child from fully developing.
In The Nature of Creative Activity (1965), Lowenfeld examined the cognitive
development of blind children through their art and investigated the psychological basis
of their creative activity. Research prior to Lowenfeld's study focused on the
reproduction of art rather than the production. Lowenfeld claimed children - even blind
pupils - must experience the creation of art on their own. The blind student would then
have their own understanding of the process and completion of a work of art. As
conceived and taught by Lowenfeld, this was not just a finite exercise, but an intuitive
situation. It is through these studies that Lowenfeld demonstrated the success and
confidence a blind student feels when working independently without intervention.
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Art Education as Therapy
In the 1960s and 1970s, there was a strong belief that educating the disabled with
art was therapeutic. Art education was a means for the disabled child to feel successful in
accomplishing a task. Learning and mastering art techniques were the main focus of
many studies. The following paragraphs will review literature written during the 1970s,
which discussed art as a means of therapy in the disabled student's life.
In 1970, School Arts Magazine dedicated an issue on teaching art to disabled
children. Margaret Steinhauser, Judith Ann Parker, and Mary Gay Emlen inspected art
achievements by the disabled child. Steinhauser claimed that art teaches children to
become productive citizens in society. She proposed that achieving confidence in art
would lead to success in other activities. Steinhauser suggested that the motivation for
learning art as an exercise in "good taste" rather than understanding art or problem
solving in creative ways. Parker agreed with Steinhauser that the disabled child deserves
the same quality education as the normal child. Emlen asserted, "Art must be a
meaningful personal expression" (p. 11). Steinhauser, Parker, and Emlen stressed a
technical approach in art education.

Discovery of Art Media
Judith Rubin (1975) described the feelings and fantasies expressed in art by
multiply handicapped and visually impaired children. Rubin's research involved working
with several blind children and allowing them to discover a variety of art media. While
feeling, touching, or smelling art materials, the children made associations to other
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aesthetic experiences in life. Her observations suggest children feel a sense of
accomplishment when working in art.
Doris Hadary (1977) developed a four-year program in laboratory science, art,
and music for blind children. Hadary discussed using art materials as a tool of discovery.
The Laboratory Science Curriculum combined science, art and music into individualized
experiences in which the children learned through interacting and expressing themselves
through creativity. "The study was designed to investigate the relationship between
improved manipulative skills and progress made on the content of process, and logical
thinking objectives of adapted elementary schools programs" (Hadary, 1977, p. 205).
Aspects of this program are similar to DBAE. In the Laboratory Science Curriculum
students used forms of criticism to describe, analyze, and inteipret objects. After
investigating the object, students tried to model it using clay. Although this program
does not incorporate art history or aesthetics, it is the first move beyond a therapeutic
approach into the realm art education.

Art Education for Students with Disabilities: Leading to the Present
In 1981 School Arts Magazine and Studies in Art Education published special
issues on disabled populations. The timing of these publications was not coincidental.
Developments in the rights of disabled people and the field of art education were taking
place. The National Committee on Arts for the Handicapped established research as one
of its top priorities, and in the fall of 1980 created a new position - Director; Research
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and Evaluation (Anderson, 1981). This development moved research in the field of art
education for disabled students from subjective and sentimental to systematic.
The growth of art education through the 1970s demonstrated progressive change
for the visually handicapped. The introduction of the Education for All Handicapped
Children Act (PL 94-142) in 1975 helped to ensure the education of disabled students.
"The passage of PL 94-142 legally asserts that all handicapped children have a
constitutional right to an education" (DeChiara & Kaplan, 1981, p. 62). Disabled
students could no longer be overlooked in the participation of art. Art is more than just a
means of therapy. The 1980s saw the development of art curriculum with adaptations for
students with disabilities. Teachers began to share methods for teaching art production to
students with disabilities, which include adaptations, task analysis, and mainstreaming in
art class (DeChiara & Kaplan, 1981; Copeland, 1984; Morreau & Anderson, 1986)

Mainstreaming in Art
In September 1980, full implementation of the Education for All Handicapped
Children Act (PL 94-142) required that school districts provide education for the
handicapped in the least restrictive environment. "This means handicapped children must
be educated and treated in a manner similar to their non-handicapped peers unless an
alternative educational approach or treatment is more beneficial for the child" (DeChiara
and Kaplan, 1981, p. 62).
Edith DeChiara and Vicki Kaplan (1981) expressed the concern art educators
have with disabled students in regular art classes. "This concern reflects a feeling of
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inadequacy due to the lack of preparatory training for working with the handicapped and
an apprehension of what one is to expect educationally and behaviorally from these
children" (p. 62). DeChiara and Kaplan suggest methods to successfully integrate the
disabled child into the art class. Methodology includes flexibility with planning and
implementation and adapting or modifying instructional practices, art activities, and
classroom management. E)eChiara and Kaplan argued that sequential instruction would
enhance these methods along with the students' learning.
Mainstreaming art must be conceived of, not as changing the special child
to fit into the unchanged regular classroom, but rather changing the nature
of the learning environment so it can accommodate all children. An
education, because of its flexibility and concern for the individual
expression of ideas and feelings, is the most natural setting for the
expressive fulflllment of the mainstreamed child (DeChiara and Kaplan,
1981, p. 63).
Task Analysis
Lanny Morreau and Frances Anderson (1986) moved from educational
methodology in mainstreaming to task analysis. They integrated educational methods for
assessing disabled children and their production in art. Task analysis makes it possible to
measure a student's progress in learning.
Task analysis is reduction of skills needed to master a complex objective
to its smallest sequential behavioral steps (p. 52) ... When planning for
instruction, we should focus on the identification of the specific steps the
learner must master. Task analysis requires the recording of all of the
steps for meeting a given objective in observable terms and in sequential
order (Morreau & Anderson, 1986, p. 53).
For task analysis to be successful lesson objectives must be in sequential order
and the steps should be taught in the order in which they will occur. Morreau and
Anderson (1986) observed several elementary school age deaf and blind students and
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their process for creating holiday cards. Morreau and Anderson found that providing step
by step instructions enabled students to master basic skills, such as cutting and gluing.
They found that task analysis helps learners become proficient in using a variety of art
media. "The major goal of art instruction, using task analysis, is to provide learners with
the means to go beyond a simple demonstration of art skills to creation of a fully
developed artistic statements demonstrating skill mastery and individuality in the art
work produced" (p. 54).

Pre-service Teacher Education
Art education research from the mid-1980s began to emphasize teacher
preparation in educating art to the disabled student. Betty Copeland (1984) defined
characteristics of disabled children and suggested methods for teaching art to them. She
recommended and listed a large number of resources that would help better prepare art
teachers working with disabled children. Like Anderson, Copeland emphasized the need
to train pre-service teachers to be educated in mainstreamed classrooms.
Doug Blandy (1991) and Doris Guay (1994), both professors in the field of art
education, have similar concerns for the handicapped child in art education and strongly
address the lack of education for pre-service art teachers. Guay found that teachers are
inadequately prepared to teach art to students with disabilities. She suggested further
development of pre-service teacher education programs in teaching art to disabled
students. Blandy recommended additional art education practices that are congruent with
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sociopolitical orientation. Blandy and Guay feel teachers need better preparation to teach
handicapped students.

Multisensorv Art Criticism Instruction
Is multisensory art instruction more effective than traditional art instruction?
Does it really make a difference for a student with sight-loss? Research on multisensory
learning in art or other disciplines is minimal. Articles tend to be generalized and not
specific to content or disability population. Contemporary educators recognize that
individuals learn and perform at different rates. Multisensory instruction allows for
exploratory learning, giving students freedom for their own individual learning style
(Mangold, 1982). Dominic Lopes (1997) suggests that philosophers and art critics might
consider the possibility of developing a multisensory pictorial aesthetic. Artworks are
perceived through the senses. "Thus an understanding of art depends in part on an
understanding of sensory perception" (Lopes, 1997, p. 425).
Multisensory instruction uses the senses as tools to learn. Blind children can
achieve intellectual, social and emotional growth through non-visual cues (Osbom &
Osbom, 1983). Visually impaired learners have the opportunity to smell, hear, touch, and
maybe even taste the piece. In my study, students will hear and touch the artwork. The
following articles will address key components in using music or sounds and tactile
stimuli to aid the learning experience. I have omitted smell, since no articles were found
and it was not used with the focus group in this study.
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Hearing
"Music exemplifies the abstractness of the auditory world" (Amheim, 1990, p.
58). By combining auditory experiences with kinesthetic perception you get the sense of
a thoroughly dynamic world (Amheim, 1990). Sounds can enhance the description and
experience of a work of art (CNIB, 1998). Music provides different perspectives on the
subject and encourages students with different learning styles to participate fully
(Glickstein, 1994). Music can be used to stimulate student interest and understanding of
historical concepts and facts (Robinson and Bussell, 1992). Jennifer Nelson (1993) also
asserts that the use of instructional media, such as music, has been a hallmark attempt to
enliven social studies teaching.
According to John Wise (1979), the use of a recorded music extract, or where
appropriate, the playing of an instrument by a teacher or a student can be linked with
eight related concepts, which include; assisting in making a point; promoting interest
(motivation); describing or interpreting the subject of focus; nurturing students'
emotions; contributing to inter-disciplinary approaches; fostering imagination; and
promoting greater aesthetic awareness. Wise uses music and imagery to teach history.
He gives the example of how to teach a unit on Denmark by playing Lumye's
Copenhagen Steam Railroad Galop and projecting six color-slides of an outline map of
Denmark. In another example, he represents an eight hour train journey with four
minutes of music. Wise states, " At any level of the educational process, the playing of
music ... is motivating, commanding" (p. 10). Like art, music can convey various
meanings. Therefore, a variety of interpretations are justified. However, Wise states
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"with younger children, music extracts should be chosen that each have a singular clear
message" (p. 11).

Touch
Touch informs people about the shape, size, and location of objects. Learning by
touch is one of the sensory modalities, which provides the blind student with a great deal
of information about their world. "Tactile experience distinguishes between texture,
hardness, and solfbiess" (Amheim, 1980, p. 62). A tactile picture will help students with
sight-loss understand the image (Musleah, 1997).
The first form of tactile pictures were maps created in the early nineteenth century
by the Perkins School for the Blind (Lopes, 1997). Sculpture exhibits were the initial
artworks accessible by touch. Tactile reproductions of two-dimensional artworks were
originally created in museum settings to make the artworks more accessible to visually
impaired viewers. The Museum of Modem Art created one of the first tactile
reproductions specifically for visitors without sight Since then, many museums have
followed suit and have created tactile displays for temporary or permanent pieces in their
collection.
Blind children and adults have their own kind of tactile aesthetic that is
qualitatively different than their sighted peers (Karlson, 1996; Rubin, 1976; D' Angiuli,
Kennedy, & Heller, 1998). However, numerous studies have found that blind people and
sighted people wearing blindfolds perform at the same level (Kennedy, 1993). Tactile

38

displays in museum settings are also beneficial to the general public not only viewers
with sight-loss (Anheim, 1990).
Gunnar Kailson (1996) questions whether a spatial experience is intrinsic and
independent of sensory experiences, or if it is a result of a coherent system of sensory
experiences. Which sense or senses constitute(s) the experience of spatiality? Is it one
sense or multiple senses? Is it a certain combination of senses? Karlson aims at
discovering and understanding the essential parts involved in congenitally blind people's
spatial experience (with the process of perception).
Karlson (1996) found three comprehension forms of spatiality; (1) imageexperience, (2) notion, and (3) knowledge. The most important sense for congenitally
blind people in understanding spatiality is the tactile sense. Karlson stated, "the existence
of tactile sensory impressions is a necessary condition for congenitally blind people's
imagery experience" (p 62). Claims have been made that people who are blind rely on
tactile experiences and representations to build upon their knowledge and experiences of
the world (Karison, 1996; Kermedy 1999).
Amedeo D' Angiuli, John M. Kennedy, and Morton A. Heller (1998) argue that
untrained blind subjects can recognize raised outline pictures. They contend that a blind
person's knowledge of shapes is the same as a person with sight, and that a blind person
uses the same principles as a sighted person to interpret and identify tactile pictures. The
"key principles" identified are that; 1) Lines are tangible as well as visible; 2) Shapes of
common objects (such as cups, keys, and scissors) are made of surfaces that are evident
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to touch in addition to vision; 3) Touch and vision detect what the surfaces of objects
represent.
Lopes (1997) concluded that people who are blind have picture recognition skills
independent of vision. "Tactile drawings are recognized because outlines in pictures
represent touchable as well as visible edges" (p. 450). Blind people can identify complex
images with multiple objects arranged at varying depths - with objects in the fore-midand background. Kennedy's (1993) research supports Lopes' findings that, blind people
usually appreciate convergent perspective in tactile drawings and give accurate
information in regards to the perspective (direction and depth of objects).
Ronald Hinton (1991) builds on the same tactile aesthetic concepts as Karlson
(1996) and D' Angiuli, Kennedy, Heller (1998), and Lopes (1997). However, Hinton
uses tactile representations of artworks. He also suggests that a tactile representation will
help put spoken information into a spatial context.

Summary of Literature
Art education has drastically changed in the last fifty years. Lowenfeld's
once defming theories are no longer the trend but are still appreciated and recognized in
the field of art education. The 1960s and 1970s saw the emergence of art education as
therapy for the handicapped child. By the mid-1970s, the Education for All Handicapped
Children Act (PL 94-142) set the stage for revising standards in educating handicapped
children. Implementation of this act pushed the idea of mainstreaming in public schools.
Many teachers soon realized they were not prepared to teach handicapped students in
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mainstreamed situations. It is in the 1990s that the field of art education noticed a need to
restructure pre-service art teacher programs. Courses need to better prepare art teachers
for working with disabled students. Though not mandatory action this would be highly
beneficial for art teachers, handicapped students, and schools throughout the United
States.
Blind people live in a society that suffers serious neglect from the sense of touch
(Amheim, 1990). Touch and the use of tactile representations are an essential component
of multisensory instruction. Through multisensory learning students with sight-loss will
learn how to use their senses as tools to learn. Multisensory instruction will beneHt all
students.
Based on information gathered from the review of literature it can be concluded
that learning for visually impaired and blind students should be hands-on. Learners
without sight have indicated that tactile objects are immeasurably more valuable than
visual reproductions because they offer much information, including the size, shape,
texture, and composition of an artwork (CNIB, 1998). Teachers should be objective not
interpretative when describing a work of art to a visually impaired or blind person
(Drosnes & Scanlon, 1998). Multisensory stimuli, such as natural sounds or music can
enhance the description of an artwork (CNIB, 1998). Last, teachers need to remember
that appreciation takes time to verbalize. Students should be allowed ample time to
gather their thoughts and answer in their own words (Mangold, 1982).
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CHAPTERS
THE PROJECT

Organization of Chapter
In this chapter I will describe the content of my multisensory and
traditional art criticism activities with visually impaired and blind students. I will
begin by describing the participants involved in this study, the independent and
dependent variables, the design, time table and the artwork; I will then elaborate on
the procedures which will include the multisensory and traditional instruction,
multisensGiy stimuli, assessment questions and observations. This study has
elements of qualitative and quantitative research; therefore my writing style and
the content of my methodology will reflect both types of research.

Introduction
The idea for this project originated after I took my first quantitative
research class in graduate school. For the final research project in this class, I
wanted to work with blind and visually impaired students. However, after
investigating the length of time and preparation I needed to get into the school to
work with students, I decided to wait. Instead, I worked with my own students
who were sighted. At the time I was teaching art at an elementary school. That
project became one of the two pilot studies discussed eailier in chapter 1, which
eventually led to my thesis research project.
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Participants
Nineteen visually impaired and blind high school students participated in this
study. The students in this study attended an urban public school in the southern Arizona
that specialized in educating deaf and blind students in kindergarten through post-high
school studies. Approximately half of the students were Euro-American, a quarter of the
students were Hispanic, and the other quarter were Navajo. Some of the students were
from the local community while others came from different areas in the state and boarded
at the school.
For this study, the 19 students were separated into two treatment groups (see
Appendix A, Student Profiles). In the groups, students were mixed by gender, grade
level, and sight ability. Group one (Gl) consisted of nine students (2 females and 7
males) and group two (G2) had 10 students (S females and S males). Of the participants,
there were two freshman students (1 in Gl and 1 in G2), six sophomores (3 in Gl and 3
in G2), four juniors (2 in Gl and 2 in G2), two seniors (1 in Gl and 1 G2), and five post
graduate students (2 in Gl and 3 in G2). Overall, five students were blind (4 females and
1 male) and 14 students were visually impaired (3 females and 11 males). Visually
impaired conditions included macular degeneration, cataract, hemianopia, and retina
pigmentosa. Students were evenly divided between the two groups in order to allow for
the most accurate findings.
Independent and Dependent Variables
The independent variables were a multisensory and traditional art criticism
approach to interpret an artwork. There were two dependent variable assessments used to
measure students' interpretation and knowledge of the artwork.
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Design
The research design used in this investigation was a counterbalanced design (see
Table 1). All students received two art criticism exercises - a multisensory approach and
a traditional approach, both of which involved instruction in art interpretation. Group 1
received the multisensory instruction (XI) first, which included hearing and touching the
artwork. The multisensory instruction was followed with a mid-test assessment. After
the mid-test was administered, the traditional art criticism approach (X2) was
implemented. Students were given a color reproduction of the artwork and discussed the
descriptive and interpretive qualities of the artwork. The traditional instructional method
was then followed by the post-test, which was the last component in the study. Group 2
received the traditional art criticism instruction, then the multisensory instruction. The
instruction, multisensory stimuli, and assessment remained the same for group 2, only the
order of the presentation differed.

TABLE 1
COUNTERBALANCED DESIGN
Group 1 = XI 01 X2 02
Group2 = X2 01 XI 02

XI = Multisensory approach
X2 = Traditional approach
01 = Mid-Test
02 = Post-Test
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Time Table
This study was completed in the spring of 2000. During this time, I visited the
school three times in order to carry out this study. Prior to my visits, I made several
contacts by phone with the school. My telephone correspondence led me to establish a
relationship with one teacher who would be my contact at the school. My first visit to the
school was in February; I met with the classroom teachers to introduce my project (see
Appendix B, Multisensory Lesson and Appendix C, Personal Background - Project
Description) and selected a date for implementation. On my second visit at the end of
February, I met with the teacher who was supervising my project to obtain background
information on the students as well as set up the time, room location, and create a list
with two groups of students. This visit was well accepted by the teachers, who were
delighted to give their students an opportunity to have art instruction. I administered my
project in March during my third visit. The overall activity took approximately 50
minutes for each group. The multisensoiy instruction was 30 minutes; the traditional
instruction was 10 minutes; and the mid-test and post-test were each S minutes.
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Artwork
The artwork selected for this study is Parade, 1960, by Jacob Lawrence (see
Figure 1). The painting was created using tempera with pencil under drawing on
fiberboard. The dimensions of the work are 23 7/8 by 30 1/8 inches. This piece was
chosen for several reasons; Parade is a two dimensional piece and not accessible by
touch; there is adequate documentation and written information on the painting; formal
properties are an important part of the art interpretation; and multisensory stimuli could
easily enhance the artwork.

Procedure
I played the role of a researcher and a teacher; I selected and designed the tools
for the activities and the assessment as well as introduced the activity to the students.
Three art education graduate students from a nearby university administered the mid-test
and post-test assessments in addition to taking observation notes. I video taped my
instruction and the students interactions and responses with the multisensory stimuli.

Group 1
The nine students who participated were divided into three subgroups (group A, B
and C), each with three students (see Appendix A, Student Profiles). Students received
the multisensory experience first, then the traditional art criticism activity. Each art
education graduate student assisted students in each subgroup with the stimuli and
recorded the student's responses on the mid-test and post-test assessments.
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Group 2
The 10 students in this group were also divided into three subgroups (group D, E,
and F). There were three students in group D and E and four students in group F (see
Appendix A, Student Profiles). Group 2 received the traditional instruction first and then
the multisensory. The comments made by students in each subgroup will be discussed in
the next chapter.

Multisen.sory Instruction

In this section, I will outline how the multisensory instruction was presented. To
begin, I will describe the multisensory stimuli used. The multisensory approach
manipulated the senses. I chose to start the multisensory component with the music to set
the tone for the other multisensory stimuli. The sounds the students heard helped create a
vivid picture of the artwork that they would soon feel. Students were able to make
associations between the music and the tactile stimuli. After the music was presented,
students were asked questions (see Table 2) that focused on some of the elements that
would be addressed with the tactile stimuli. The tactile stimuli were presented in two
parts. Each subgroup of students received four different tactile figures, which they were
asked to compare. The subgroups were then presented with a collage reproduction (one
for each subgroup) of Pelade. Students were encouraged to use their hands to feel the
different areas of the collage. Graduate students guided the hands of students that were
totally blind. Again, students were presented with questions (see Table 2) that reflected
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formal elements and interpretative qualities of the artwork. Assessment 1 was
administered after the discussion.

Sound Stimulation
Students listened to a one-minute excerpt from Charles Ives' Three Places in New
England, second movement. The excerpt was taken from the 4.40 to 5.40 time segment.
The music was on compact disc and played using a portable compact disc player. This
song was selected because it accurately represented a marching band, which implicated a
parade. The sounds were loud and fast. The overlapping and repetitive sounds created a
sense of constant movement, something that the painting depicted. After the students
listened to the music, they were asked a series of questions (see Table 2, Sound) that
referred to the sounds in relation to the composition of the artwork. Students were asked
to associate auditory sounds with visual elements such as color, movement, repetition,
and rhythm.

Tactile Stimulation
Poster board cutout figures and a collage reproduction of the artwork were used as
the tactile stimuli. One figure from each marching group was given to each group of
students; there were four groups of marching frgures. However only three groups were
fully depicted. Each marching group had six to nine figures per group. The tactile
figures (see Figure 2.1) were created out of black poster board and dressed with fabric
similar to that depicted in the painting and also used in making costumes. These figures
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(see Figure 2.2) were also ornamented with feathers and/or cardboard shapes to help
create a true tactile representation. The tactile figures were approximately the same size
in height and width as the figures in the real painting. Tactile figures were only dressed
and decorated on one side. This helped the students understand the front and back of the
figure as well as the direction they were marching and the dimensionality of the painting.
Students were encouraged to find similarities and differences among the figures.
Students were asked another series of questions (see table 2, Tactile Figures) after they
had time to examine the tactile figures.
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FIGURE 2.1 Tactile figures.
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FIGURE 2.2 Tactile figures (enlargement).
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I created a life-sized tactile reproduction (see Figure 3.1) of the artwork using
matt board, poster board, glue, and various gel mediums. I divided the composition into
three parts; the background (see Figure 3.2), which consisted of the buildings and the
figures in the distance; the middle ground (see Figure 3.3), which depicted the marching
figures; and the foreground (see Figure 3.4), which included the audience. Each part was
created as a separate layer using a different thickness of matt board or poster board. The
audience figures were created with the thickest matt board and were the first layer that
the viewer touched. The middle ground with the marching figures was the second layer.
They were created with poster board and layered behind the audience figures. The last
layer was the buildings and figures in the distance. This layer was created with matt
board and poster board and painted with gel mediums that suggested the textures one
would feel if they could step into the painting. For example, the buildings felt rough and
gritty similar to the course texture of a concrete building. The figures in the distance
were glued onto the buildings over the gel medium texture. Once the students carefully
touched the tactile reproduction, the last series of questions (see table 2, Tactile
Reproduction) were asked. Questions asked during this exercise challenged students to
describe, analyze and interpret the work of art.
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FIGURE 3.1 Tactile reproduction.
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FIGURE 3.2 Tactile reproduction- Background.
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FIGURE 3.3 Tactile reproduction- Middle ground.
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FIGURE 3.4 Tactile reproduction- Foreground.
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TABLE 2
MULTISENSORY QUESTIONS
SOUND
(Charles Ives' Three Places in New England 2^ Movement)
Are the sounds the same or different?
Are the sounds repeated?
Are the sounds loud or soft?
Would the colors of the music be bold or weak?
Is the mood of the music fast or slow?
How does the music show rhythm?
What emotions does this music express?
TOUCH
(Tactile Figures)
Can you identify the object? What is the object doing?
How are the shapes the same or different?
What textures do you feel? Are they soft or hard? Smooth or rough?
What kind of motion is the object suggesting?
(Tactile Reproduction)
What kinds of shapes or objects do you feel?
What do these shapes/objects suggest?
Where are most of the shapes/objects located?
Where are the shapes repeated?
Where are the shapes random?
How do the shapes show rhythm?
Where are the rough areas? Where are the smooth areas?
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Traditional Instruction
For this exercise, students were given a color reproduction of Parade that
measures approximately 16 by 20 inches. After listening to a verbal description of the
artwork (see following paragraph), students with partial sight visually examined the
artwork. These students made comments, which led the totally blind students to ask
questions about the painting. Each subgroup's discussion was led by one of the graduate
students. This traditional art criticism exercise followed primary steps in discussing a
work of art. Terry Barrett discusses a traditional approach along with a more fluid
method in his book. Talking about Student Art (1997). The descriptive and analytical
questions asked (see Table 3) helped students formulate their own interpretations and
opinions of the artwork. Students' comments will be discussed in Chapter 4 along with
the assessments, the graduate students' observation notes, and the video.

The following paragraphs are the description of Parade that was read to students.
Four lines of marchers in brightly colored costumes are the focal point of
the painting. Reds, blues, and yellows contrast with black. There are
approximately 25 marching figures in the artwork. The figures are created with
sharp angles and solid colors. The marching figures overlap with one another
several times, creating a feeling of depth. The figures continue off the sides of the
canvas suggesting, movement in the artwork. Each group of figures is very
repetitive. Their arms and legs are bent in the same position
The wing-shaped forms in the background reveal windows in which small
figures appear to be watching the marchers. The figures in the background are
much smaller in size, showing distance from the foreground. Figures are also
depicted on a sidewalk that appears in front of the buildings.
People in the foreground face the marchers; their backs are to viewers.
These figures are the same size, if not larger, than the marching figures. All of
the figures in the artwork, the marchers and the audience members are black ami
dressed in colorful clothing.
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TABLES
VISUAL QUESTIONS
Is the mood loud or soft?
How did the artist create a feeling of movement?
What elements do you see repeated?
What color do you see?
Are the colors bright or dull?
Are the colors bold or shy?
Are the colors shaded or solid?
Are the shapes flat or angular?
How does this painting show rhythm?
How does overlapping add to the rhythm?
Where is the center of interest?
How does the painting show motion?
Describe the mood of the painting.
How does this woric make you feel?
What is the title of the painting?
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Assessment
There were two dependent variable assessments used to measure students'
interpretations of color, repetition, and rhythm of a work of art. The assessments
consisted of a mid-test (01) and a post-test (02), each with ten question-like statements
(see Table 4). The mid-test test (see Appendix D, Assessment 1) was given after the first
exercise of each group and the post-test (see Appendix E, Assessment 2) was given after
the second exercise of each group. The same ten question-like statements were asked on
both the mid-test and the post-test but in a different order. The statements addressed the
elements of art, principles of design, and mood of the artwork. Affective responses were
collected using a Likert-type scale. Using a five-point scale, students were asked to
indicate if they strongly agreed, agreed, had no opinion, disagreed, or strongly disagreed
with the statement made. Low numbers indicated if they strongly agreed and high
numbers indicated if they strongly disagreed with the statement. Results from the
assessments will be in the next chapter.
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TABLE4
ASSESSMENT
Mid-Test (Ol)
1. The movement is slow.
2. The images and sounds are festive.
3. Patterns create rhythm.
4. Excitement is heard and seen.
5. The sound is sof^.
6. Shapes are flat.
7. The mood is energetic.
8. Colors are bright.
9. The emotion is sad.
10 Elements are repeated.

Post-Test (02)
1. Shapes are flat.
2. Elements are repeated.
3. Excitement is heard and seen.
4. Patterns create rhythm.
S. The emotion is sad.
6. The movement is slow.
7. The mood is energetic.
8. The images and sounds are festive.
9. The sound is sof%.
10. Colors are bright.

Observations
I met with the three graduate students prior to the implementation of the project.
During that meeting, we discussed points to focus on during the instruction. I created a
list of criteria that I asked each graduate student to consider while they were working
with the students.
Observation Criteria
• Identify students you are observing and who they are sitting by.
• Record how students interacted with the different multisensory stimuli.
• What kinds of questions did students ask or statements did they make?
• Did it appear students understood the exercises or were they confused?
• What was their body language?
• What was the length of time they were engaged in each activity?
• Were they interested or bored?
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In addition to notes recorded by the graduate students, I video taped the groups
during the project. Unfortunately, some of the students had to be omitted from the
tapping due to religious or cultural beliefs.

Summary
This chapter provided a step by step account on the muitisensory stimuli used in
this project and the questions developed to guide students' discussion of the artwork.
Question-like statements were used to assess the students' knowledge and interpretations
of the artwork. Students' responses to the discussion questions, assessments, observation
notes, and video documentation will be analyzed in the following chapter.
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CHAPTER 4
RESULTS

Organization of Chapter
This chapter will present the analyses of qualitative and quantitative data
collected for this study. Qualitative data was collected through observation notes and
video documentation. Students' responses and interactions with the multisensoiy and
traditional instruction will be discussed using the observation criteria as a framework.
Quantitative data was obtained with mid-test and post-test assessments. My hypothesis
will be restated and answered based on information gathered from the test scores. Data
will also be analyzed to see if there are significant findings.

Qualitative Data
Qualitative data included detailed notation of student behavior and contextual
information surrounding the activity. I used the observation criteria outlined in chapter 3
to classify the notes. Graduate students observed the participants' social interactions with

each other and with the stimuli, as well as non-verbal communications. I analyzed the
notes by comparing comments made by the graduate students to find similarities and
differences. Af^er sorting the comments, I watched the video to identify key points that
would support my study.
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Observation Criteria
These categories were developed based on the observation criteria stated in
Chapter 3. These areas were stressed based on my previous knowledge of taking
observation and approval from my thesis conunittee.

Identify students whom you are observing and who they are sitting by.
Appendix A lists the two groups of students, the six subgroups of students, and
which graduate student worked with each subgroup.

Record how students interacted with the different multisensory stimuli.
Participants used their senses to experience the activities. For example, students
quietly listened to the sound stimuli and felt the fabric and textures of the tactile
examples. In addition to hearing and touching the stimuli, students played with the
figures by lining them up to demonstrate how they would march and they carefully ran
their hands across the surface of the figures, paying close attention to the details. The
tactile reproduction appeared to intrigue the students the most. Other examples with the
multisensory stimuli are discussed in the next section.
One interesting observation was that visually impaired students assisted blind
students with the tactile stimuli and the color reproduction (visual stimulation). The
video analysis provided documentation that visually impaired students also helped
explain key points to the blind students. Points included: the composition of the artwork.
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placement of figures, colors, the movement and repetition of figures as well as the
students' interpretation of the artwork. According to the graduate students, the majority
of students enjoyed participating in the activities.

What kind of questions did students ask or statements did they make?
The students who are totally blind predominantly asked questions. Questions
asked included the orientation (top and bottom) of tactile figures and the tactile
reproduction. Students' statements and responses usually reflected questions I asked
during the instruction. However, students did share personal connections to the artwork
from time to time. Listed below are examples of comments made by students. Please
note that this is not a complete list of all the comments (nor of all the questions I asked).

The first three questions listed are focused on the discussion that took place after
the music stimulation was presented.
Question:

Are the sounds repeated?

Student:

Yes, but they 're all different sounds.

Question:

Would the colors of the music be bold or weak?

Student:

Bold and bright (referring to colors), because the music was fast.

Question:

What emotions does the music express?

Student:

Excitement, anticipation, and suspense.
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From listening to a one minute excerpt of Charles Ives' Three Places in New
England, students were able to make associations between auditory sounds and visual
elements. Students commented on the repetition of sounds and colors the music
portrayed. Students also were able to interpret the mood of the music based on the
rhythm and beat.

In the next series of questions, students addressed the tactile figures.
Question:

Can you identify the object?

Student:

They are people, all men, but they are all different.

Question:

What kind of motion is the object suggesting?

Student:

Walking, legs are bent, legs are spread apart, marching.

The tactile figures were presented prior to the tactile reproduction to allow
students the opportunity to examine a specific area of the artwork before being presented
the entire artwork. Several students commented that the objects were people. A few
students picked up on the body structure and suggested that they were all men. Students
also realized that each of their figures were different. They unanimously agreed that the
figures were walking or marching because their arms and legs were bent. I was surprised
to hear how accurate students were with their descriptions and interpretations of the

artwork.
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The following questions and statements refer to the last multisensory stimulus
presented the tactile reproduction.

Question:

What do these shapes/ objects suggest?

Student:

We see the hack of the figures (in the foreground), they are like an

audience. TTwy are looking at the people marching (in the middle ground).
Those marching figures are the same as the figures given to us before (referring
to the tactile figures).

Question:

Where are most of the shapes/objects located?

Student:

In the center, middle of the artwork.

With the third multisensoiy stimuli, I began to see the students make connections
to the previous stimuli. Students identified the different groups of figures by touch and
commented on how smooth they felt. The texture reminded them of fabric used for
making costumes. Students suggested that the figures in the foreground represented an
audience and the ones that were in the center were marching. The students were also able
to tell the front, back, and sides of the figures as they were depicted in the artwork.

The last questions discussed in this section were taken from the traditional
instruction, which utilized a poster reproduction of the artwork. Only the partially
sighted students were able to make responses.
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Question:

What colors do you see?

Student:

Yellow, black, red and blue

Question:

How does this painting show rhythm?

Student:

By the hands and legs; there is movement.

Question:

How does the painting show motion?

Student:

Arms and legs are bent, they (figures in the middle ground) are

walking right off the page.

Question:

Describe the mood of the painting.

Student:

It's a celebration, they are hcppy.

The students with partial sight were able to answer the questions that addressed
the visual stimuli, while the blind students sat quietly while the discussion took place.
The majority of blind students were frustrated because they could not see the color
reproduction. The traditional art criticism method was clearly not as fulfilling to both the
visually impaired and blind students.
I found these comments to be interesting because they didn't just connect to
formal elements; students also addressed historical aspects of the artwork with their own
interpretations.
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Did it appear students understood the exercises or were they confused?
For the most part, students appeared to understand the sequence of the activity.
Students made good connections between the multi sensory stimuli and the artwork.
The activity was paced appropriately; the students' conversation flowed from one
exercise to the next.

What was the students' body language like? Were they interested or bored?
Students were veiy active when engaged "hands on" with the exercises. For
example, students were most active when they could feel the tactile stimuli or see the
color reproduction. Some students chose not to actively participate in discussions. Their
body language included having their heads down. Blind students appeared to be bored at
times. This could be due to their fhistration with the color reproduction. The color
reproduction appeared to isolate them from "visually" participating. This may have
contributed to their silence during the discussion. One of the graduate students
commented that students were the least interested when I read the description of the
artwork. Non-verbal communication such as body language, provided additional support
to the affect of the stimuli and instruction.

What was the length of time students were engaged in each activity?
The amount of time students were interested in each activity differed. Students
were most involved with the multisensory stimuli, especially the tactile stimuli. The
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majority of students participated during the entire activity. Comments revealed that a few
students started to lose interest toward the very end of some activities.
Overall, there were few differences recorded by the graduate students from group
one to group two. Students' social and physical interactions and non-verbal
communication were consistent throughout the activities. One uncontrollable factor
noted was that group two's time was cut short by about five minutes because students
were being dismissed for the bus. However, both groups received all of the exercises in
their entirety. Video documentation revealed that both groups seemed to spend more
time discussing the very first activity (the music stimulation and the color reproduction
stimulation) they were given. Observations indicated that students actively participated
in the exercises with the multisensory and visual stimuli.

Ouantitative Data
This study used a counterbalanced design to answer the experimental research
questions. The independent variables were a multisensory and traditional art criticism
approach to interpret an artwork. The dependent variables examined were the students'
scores, which reflected their interpretations and knowledge of the artwork. Data was
analyzed using the Statistica Mac Software Program available for the Macintosh
Computer. A Repeated Measures Analyses of Variance (ANOVA) was conducted to
measure mean differences, interactions, and possible relationships between the scores.
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Nineteen visually impaired and blind high school students participated in the
study, however only 18 students completed both assessments. Student IS did not
complete the second assessment and therefore was removed from the analysis of data.

Hypothesis
Multisensory instruction will be the most effective.
The number of correct responses by each student on the mid-test and post-test are
listed in Appendix A. A Repeated Measures ANOVA indicated an interaction which
approached significance with an increase in group two's post-test score (M = 40.22) from
the mid-test score (M = 35.56) and a decrease in group one's post -test score (M = 38.44)
from the mid-test score (M = 39.22) (see table 5). There was an interaction between
scores based on which method was presented first. The scores indicated that
multisensory instruction is more effective af^er traditional instruction is presented. Figure
4 shows the mid-test and post-test score means and standard deviations for each of the
instruction methods and the test times.
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TABLES
STATISTICA
GENERAL
MANOVA

INTERACTION: 1 x 2
1 - Group, 2 - Time
Sums of
Squares

Effect
Error

df

Mean
Square

F

p-level

66.69

1

66.69

3.44

.081

309.77

16

19.36
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FIGURE 4
Means and Standard Deviations

..'X 40.22 (5.76)
39.22 (4.49)

38.44 (8.02)

o

35.56 (8.80)
GROUP1 GROUP 2-

34

MII>-TEST
O

POST-TEST
X
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Summary
Qualitative findings suggested that students enjoyed the multisensory instruction
over the traditional instruction. However, students with partial sight did find the color
reproduction helpful. Blind students commented on how the tactile reproduction helped
them better understand the composition of the artwork. The quantitative findings indicate
that a multisensory approach to teaching art criticism may increase a student's
interpretation and knowledge of art. The results also suggest that multisensory
instruction should either be presented by itself or come af^er the traditional instruction to
be most effective.
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CHAPTERS
DISCUSSION

Organization of Chapter
This study was designed to assess the influence of a multisensory approach to
teaching art on visually impaired and blind high school students' knowledge and
interpretation of an artwork. In this chapter I will offer discussion, conclusions,
limitations, and implications o f the research in this study. A s mentioned in chapter 1 , 1
have thought of this study as a beaded necklace. At this point I will string all of the parts
together to create an aesthetic composition that reflects my thesis project and my personal
experience.

Introduction
This study is the first known in which qualitative and quantitative research are
combined to address critical inquiry with an artwoiic through multisensory learning for
visually impaired and blind students. The purpose of this study was to compare the
effects of multisensory approaches to a traditional approach to interpreting a work of art.
Addressed in this study were the questions; Does the use multisensory stimuli improve a
blind child's interpretation and knowledge of art? Which approach (a traditional or a
multisensory) is more successful? In what order should the sensory instruction be
presented?
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Results from the qualitative and quantitative data verified that multisensory
learning does improve a visually impaired and blind student's knowledge and
interpretation of an artwork. A repeated measures ANOVA validated that a multisensory
approach is more successful af^er a traditional approach. Students' scores were higher on
the assessment when they heard the music and felt the tactile figures and tactile
reproduction. Scores were lower when students just looked at the artwork and listened to
a verbal description. The mean scores indicated that presenting the multisensory stimuli
instruction after traditional instniction reinforces students' learning. Scores showed that
students presented with a multisensory instruction first were more knowledgeable of the
descriptions and more accurate with the analysis and interpretation of the piece. So, what
does all this really mean?

Understanding the Parts: Reflections
In this section, I will discuss the significant parts from this study, which included
the quantitative and qualitative findings, multisensory materials, instructional strategies,
student population, and curriculum resources.

The Pilot Studies
Going into this study, I had many assumptions on how the project would go and
what kind of impact it would have on the students. I was fortunate to test my project with
two pilot groups before working with the high school group. I learned tremendously
from the pilot studies. I had worked with elementary age students for several years, but
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this was the first time I worked with adults who are blind. Compared to the other pilot
studies, the adult group definitely gave me tremendous insights by providing me with
detailed feedback on the activities and the multisensory stimuli. Their comments made
me aware of things that only they could experience. Their associations with the artwork
were not visual experiences but made through smell, touch, and sound. The materials I
used to describe and interpret the artwork helped to access their memories and past
experiences. Their feedback also helped me better prepare for my experience with the
high school students. For example, as a sighted person I could see the imagery of the
artwork and identify that it was a parade, while my blind participants needed other
sensory stimuli to create a similar experience with the artwork.
The blind adults mentioned numerous times that the music gave them an instant
association to a parade. They were very supportive of the music I selected. I received
the most constructive feedback on the tactile reproduction. After discussing the tactile
replication with the adults, I realized that I was not as tuned into the textures and shapes
as they were. I quickly learned that there was a larger, more pertinent issue with this
study, which was that I needed to think more with my hands than my eyes.
Developing teaching materials as a sighted person for non-sighted learners is
challenging. At times, the visual world overpowered my decision-making. On many
occasions, I had to remind myself that the tactile materials I was creating did not need to
be aesthetically pleasing to the eye. It wasn't about how it looked, but how it felt. I
reevaluated the way I thought as a visual artist and forced myself to think in a different
way - another world of understanding focusing on the priority of touch.
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Development of Materials
The choices I made with purchasing and developing the materials reflected
months of planning, research, and creative thinking. No quick decisions were made. The
music and tactile stimuli examples were carefully thought out. Originally, I included
using scents as part of the multisensory instruction. However, after careful evaluation of
the impact of the scents and feedback from the adults in the pilot study, I chose to
eliminate the scents completely from this study. The adults' experience with the scents
led to a variety of interpretations, which included sitting on the porch at their
grandmother's house to being at a carnival. Unfortunately, none of the adults associated
the scents with a parade. In this case the scents only added confusion and not
clarification to the activity - even though the scents flowed well with the other stimuli.
This does not mean that the scents should be excluded from future studies or
implemented with other works of art. Scents may well prove to be more beneficial in
other circumstances.
The music I selected was only chosen after listening to several instrumental
compositions. After narrowing it down to one piece, I then chose a one minute excerpt
that I felt captured the mood of the artwork. For the pilot studies, I used Hector Berlioz's
Symphonic Fantastique, Mcwche au surplice. I decided to change the music to the second
movement of Three Places in New Englcmdby Charles Ives for the focus group, which I
came across after I completed my pilot studies. Three Places in New England was a
much closer representation of the artwork. The instrumental sounds accurately reflected
the emotion portrayed in the artwork. The beat was fast paced and the rhythm was lively.
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The music sounded loud and colorful. The composition repeated itself with overlapping
sounds, creating the feeling of a parade. The music was a strong introduction to the
artwoHc and effectively transitioned into the tactile material.
Unlike the music, the tactile examples went through numerous changes. After
receiving feedback from the adults, I realized that my tactile examples needed to be more
about touching than seeing. The tactile reproduction needed to translate the same art
elements, design principles, and emotions as the visual piece. I wanted to translate a twodimensional painting in low relief. I felt that the best way to approach this task was to
make a collagraph-like relief replication of Parade. I used my printmaking skills and
knowledge in developing the example. I began by experimenting with different gel
mediums and matte boards. With these materials I built my reproduction. I emphasized
major components in the artwork by using different textures to delineate specific forms.
For instance, gel mediums blended with small glass beads, flakes, and sand were
individually painted onto matte board to replicate the textures of different buildings and
the street surface in the painting. I felt these materials, which were transparent and white,
helped me balance between interpreting the artwoilc visually and interpreting it tactually.
I chose to leave the tactile reproduction white not to include color. In this study, color
has no relevance to the tactile quality. Adding color to the tactile reproduction serves no
purpose for the blind viewer. The colors in the artwork were addressed during the music
exercise. Although these tactile replications were a first attempt, they communicated my
intentions.
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The development of the tactile figures did not come about until after the
reproduction was completed and I met with the adult group. The tactile reproduction
helped the blind viewers identify the textures of the objects and the arrangement of the
artwork. However, it did not give them enough information on each figure and the
details in the painting. There was so much going on in the work that it was difficult to
pick a single figure, they all blended together. To improve this situation, I developed
paper figures based on the marching figures in the artwoilc. This idea was suggested by
one of the adults in the pilot study. These figures were the same size as the ones in the
tactile reproduction but they were dressed in cloth and decorated with miscellaneous
materials. When these figures were implemented with the activity, they gave a smooth
shift between the music and the tactile reproduction.
If I were to re-do this study or recreate the multisensory materials for classroom
use, I would make a few changes with the tactile examples. Instead of creating a lowrelief collage, I would make it more three-dimensional. The actual depth of the

reproduction I created is only a half an inch thick. Making the reproduction in the form
of a pop-up or layering the composition like a diorama would give the visually impaired
and blind viewers a better example of the perspective in the artwork. The viewer would
be able to reach into the artwork instead of simply touching the surface. In addition to
changing the process in which I created the tactile reproduction, I would implement a few
other activities, such as acting out the artwork or recreating the artwork with different
props.
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Multisensorv Stimuli

Does the use of multisensory stimuli improve a blind child's interpretation and
knowledge of art? I must base my answer on the reflections of my own observations and
interpretations of this project. I now realize that multisensory stimuli in a learning
situation are vital to person with sight-loss. Based on my observations, verbal
descriptions simply do not provide enough information. Understanding the concepts
comes from the discussion and sharing of ideas during interpretation. For blind learners
feeling, smelling, hearing, and maybe even tasting will give more insight than just
describing the artwork. For example, music provides different perspectives and
encourages students with different learning styles to participate fully (Glickstein, 1994).
Music also stimulates student interest and understanding of concepts and facts (Robinson
and Bussell, 1992). In multisensory instruction the senses are used as tools to learn.
Blind learners can achieve intellectual, social and emotional growth through non-visual
cues (Osbom & Osbom, 1983). For visually impaired and blind students, hands on
experiences are an important step to internalizing learning.

Instructional Methods
Which approach (a traditional or a multisensory) is more succes^l?
As reported in Chapter 4, it was found that a multisensory approach was more
successful. A Repeated Measures ANOVA indicated an interaction which approached
significance with an increase in group two's post-test score (M = 40.22) from the mid-test
score (M = 35.56) and a decrease in group one's post -test score (M = 38.44) from the
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mid-test score (M = 39.22). There was an interaction between scores based on which
method was presented first. The scores indicated that multisensory instruction is more
effective after traditional instruction is presented. There was a noticeable difference
between the two groups of students in this study. Group 2 students, who received the
traditional instruction prior to the multisensory instruction, definitely seemed to
comprehend the material and understand the sequence of the activity better. These
students realized that the multisensory stimuli were building upon one another to help
them better discuss and evaluate the artwork. Group 1 students, who received the
multisensor>' and then the traditional instruction, seemed confused from exercise to
exercise. It wasn't until the very end of the activity that they saw the coimection between
the artwork, the music, and the tactiles. I believe that traditional (verbal description) and
multisensory instruction should be presented together. On their own they are not a
complete activity. If only one component is taught, it's like teaching half of a lesson.
The students need the full experience, but in a certain order.
Multisensory instruction offered the students access to the artwork through their
own discovery. With individuals learning and performing at different rates, multisensory
instruction allows for exploratory learning, giving students freedom for their own
individual learning style (Mangold, 1982). "Thus an understanding of art depends in part
on an understanding of sensory perception" (Lopes, 1997, p. 425). Artworks are
perceived through the senses. I can conclude that the multisensory instruction also
related directly to students' personal experiences. This concept is further discussed in the
next section.
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In what order should the sensory instruction be presented? Multi sensory
instruction should be presented after traditional art criticism instruction. I discovered that
presenting the traditional instruction first set the stage for the multisensory materials.
The music and tactile examples reinforced what the students previously learned. The
students were able to make associations easily between the artwork, the music, and the
tactile stimuli.
A multisensory art criticism approach does not follow traditional methods of
description, analysis, interpretation, and judgement. Multisensory instruction relies on a
sensory approach to discussing artworks, which includes more hands on learning.
Students are physically involved in the learning process. This interaction stimulates
sensory awareness, which leads to a personal relationship to the artwork.
Overall, I did encounter a few problems with this study, however they were not
related to art criticism but to general classroom instruction for blind students. I found
myself adjusting the lesson a few times. I could tell by the students' body language
whether they were interested in the activity. Their lack of interest usually showed when I
was instnjcting. So, I relied on my past experiences as an art teacher. I recalled how
theatrical I needed to be when I taught elementary school students. When I started to
observe the students drifting off I used my voice as a tool to draw back their interest. By
varying the tone and volume of my voice Oike reading a children's book) I tried to
engage the students. I also tried to redirect questions to make the lesson relate to the
students' personal experiences with a parade. What are their memories? What sounds do
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they hear when they think of a parade? Fortunately, the quick pacing of the activities
also kept the students involved.
The timing of the overall project was a major dilemma. It was extremely difficult
to fit everything into 50 minutes. This pace did not give students nearly enough time to
really explore the multisensory stimuli and think about the artwoilc. If more time was
allocated for discussion, it might have revealed different responses by the students and a
change in test scores.

Limitations
This study had limitations, which restricted the accuracy of the overall project.
These limitations include the limited number of students, the length of time for the
activity, and access to work with the students. A larger number of students would have
given more significant results with the research questions. Time and access were
probably the most considerable limitations. I had only SO minutes with each group of
students, which was barely enough time to complete the instruction and two assessment
forms. Three hours were requested, however the students' schedules and the school's
daily requirements did not allow for additional time with this project. With additional
time, I would have been able to implement the project more effectively, giving the
students ample time and opportunity to explore the tactile examples. This would have
allowed more time for discussion and thoroughly answering student questions.
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Implications
Art curriculum should allow for visually impaired learners to (1) have intense
involvement and response to personal, tactile, olfactory, and auditory experiences; (2)
perceive and understand textual, structural, spatial, and formal properties in art; (3) think,
feel, and act creatively with art media and techniques; (4) acquire knowledge of
historical, critical, and aesthetic art content through multisensory exploration; (5) obtain
information of art elements and design principles; and (6) develop a sense to explore,
experiment and express creatively and critically in art (Copeland, 1984).
To date, art criticism through multisensory learning has not been specifically
examined in any research. More information is needed on multisensory art instruction for
children and adults with sight-loss. A replication of this study with a larger sample size
over a longer period of time is needed. Further research might also examine students in
different school settings or geographical locations. Other investigations might include
multisensory instruction with younger, visually impaired and blind students.
This study supports that learning about art is not just a visual experience. Adding
sound, smell, and taste to art activities will enrich the quality of the learning experience
for all learners, not just those with sight-loss. The implications, then, of this study
suggest that the ability to leam art using the other senses maybe an important skill from
which all students can benefit. Sighted people may become more aware of how their
senses are used as a means of communication.
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I would recommend teachers select works of art that can be interpreted using at
least two or three of the human senses. For example, when choosing a painting,
sculpture, print, or other work of art, you could ask yourself: What do I smell in this
artwork? What sounds do I hear? What tastes would I experience? What would the
textures or objects feel like? Answering these questions could help in developing the
learning objectives and instructional criteria for the lesson.

Conclusions
Blind people live in a society that suffers serious neglect from the sense of touch
(Amheim, 1990). Touch and the use of tactile representations are an essential component
of multisensory instruction. Learners without sight have indicated that tactile objects are
immeasurably more valuable than visual reproductions because they offer much
information, including the size, shape, texture, and composition of an artwork (CNIB,
1998). Teachers should be objective, not interpretative, when describing a work of art to
a visually impaired or blind person (Drosnes & Scanlon, 1998). Multisensory stimuli,
such as natural sounds or music can enhance the description of an artwork (CNIB, 1998).
Through multisensory learning, students with sight-loss will learn how to use their senses
as tools to leam. Because learning is not only a visual or auditory experience,
implications are that multisensory instruction will benefit all students.
The development of multisensory art education is significant since most state
schools for the blind do not have a visual arts program. A multisensory approach will
allow classroom and art teachers to include art instruction in their curriculum that will
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meet the needs of all learners. There needs to be more curriculum and resources
developed for discussing art with students with sight-loss. Additional research will help
art teachers like myself become more prepared to teach art to visually impaired and blind
students. By educating all of our students about art, we can start to break down barriers
of accessibility.
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STUDENT PROFILES

Student

Group

Subgroup

Gender

Grade

Sight

Nfid-Test

Post-Test

1

1

A

M

12

VI

32

25

2

1

A

M

10

VI

38

43

3

1

A

M

10

VI

36

25

4

1

B

M

10

VI

41

42

5

1

B

M

PG

VI

45

39

6

1

B

M

9

B

46

48

7

1

C

F

11

VI

41

40

8

1

C

F

PG

B

38

42

9

1

C

M

11

VI

36

42

10

2

D

F

PG

B

49

47

11

2

D

F

11

B

39

41

12

2

D

F

11

VI

48

47

13

2

E

M

10

VI

39

45

14

2

E

M

10

VI

33

36

15

2

E

F

9

B

42

0

16

2

F

M

PG

VI

28

38

17

2

F

M

PG

VI

25

40

18

2

F

M

10

VI

27

39

19

2

F

F

12

VI

32

29
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KEY FOR STUDENT PROFILES
Group 1 = Multisensoiy Instruction, Traditional Instruction
Group 2 = Traditional Instruction, Multisensory Instruction
Subgroup A, B, C = Groups Avithin group 1
Subgroup D, E, F = Groups within group 2
Gender M = Male
Gender F = Female
Grade 9 = Freshman
Grade 10 = Sophomore
Grade 11 = Junior
Grade 12 = Senior
Grade PG = Post-graduate
Sight VI = Visually Impaired
Sight B = Blind
Mid-Test = Score out of 50 points
Post-Test = Score out of 50 points
* Graduate student 1 worked with subgroup A & D
* Graduate student 2 worked with subgroup B & E
* Graduate student 3 worked with subgroup C & F
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MULTISENSORY LESSON
People in Artworks
Length of time; one hour
ARIZONA STATE STANDARDS;
Standard I: Creating Art: Students know and apply the arts disciplines, techniques and
processes to communicate an original or interpretive work.
Standard 3: Art as Inquiry: Students demonstrate how the arts reveal universal concepts
and themes. Students demonstrate an understanding of methodology in their own art
works and in the study of master works of art.
ART OBJECTIVES;
Students will;
• explore ways that artists use motion, rhythm, repetition, shape and color in
artworks depicting people alone and in groups.
• respond to a variety of artworks and explore cultural heritage through art
• make judgments about their own artwork and that of others.

The artwork selected for this lesson is
Parade, 1960, by Jacob Lawrence. The
painting was created using tempera with
pencil under drawing on fiberboard. The
dimensions of the work are 23 7/8 by 30 1/8
inches.

LESON SEQUENCE:
* Each class will receive the same lesson but in different order.
I.

Students will be informed that we will be using our senses to discuss and interpret
a work of art.
n.
Students will be presented with a sound and tactile stimulation. Students will be
asked questions to promote discussion to help further their understanding.
Students will have approximately ten minutes for each part. After all of the
activities are completed students will receive a questiormaire (assessment #1).
m.
At this time students will be shown the color reproduction. Students will be given
a verbal description and background information on the artworic. Students will be given
the opportunity to ask questions about the artwork. Aiter discussion students will be
presented with the second questionnaire (assessment #2).
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Lori Schramel
Art Education Graduate Student
(Presented to teachers at cooperating school)
PERSONAL BACKGROUND
As a graduate student in the art education program at the University of Arizona,
my educational experience has grown from my previous teaching involvement with
children. Before pursuing my master's degree, I was a teacher in the Gallipolis City
School District. It is a small district in the Appalachian region of southeastern Ohio.
During that time I had the opportunity to teach art to over 700 students at two elementary
schools. Out of all of these students, one class has left a lasting impression on me. This
class consisted of seven children who are visually impaired. These students have inspired
me to pursue ways in which to teach knowledge and experiences in art to visually
impaired individuals. My pedagogy reflects the notion that all students should be able to
explore their artistic creativity and to engage in critical inquiry with art regardless of any
disabilities.
PURPOSE AND OBJECTIVES OF ACTIVITY
The purpose of this project is to compare the different affects of a multisensory art
criticism approach using tactile representation, scents-smell, verbal and musical analogies
to interpret a woiic of art. During this study, I will test whether a multisensory interaction
will enhance the students' understanding to analyze and respond to the arts. Through
multisensory learning, it is hypothesized that students will strengthen their critical
comprehension of an artwork. Multisensory instruction will allow students who are blind
to examine multiple levels of meaning in an artwork. The data from this research will
document the importance of art education for students who are blind. This project will be
a flin educational experience for the students.
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ASSESSMENT 1
1. The movement is slow.
strongly agree-

-disagree-

-strongly disagree

no opinion-

-disagree

strongly disagree

no opinion-

-disagree

strongly disagree

no opinion

disagree-

-strongly disagree

-no opinion—

-agree-

2. The images and sounds are festive.
strongly agree

agree

3. Patterns create rhythm.
strongly agree

agree

4. Excitement is heard and seen.
strongly agree

agree-

1. The sound is soft
strongly agree-

-agree-

-no opimon—

-disagree

strongly disagree

agree-

-no opimon—

-disagree-

-strongly disagree

2. Shapes are flat.
strongly agree

7. The mood is energetic,
strongly agree

agree-

-no opinion-

agree-

—no opinion

—disagree

strongly disagree

8. Colors are bright.
strongly agree

disagree-

-strongly disagree

no opinion

disagree

-strongly disagree

no opinion

disagree

strongly disagree

9. The emotion is sad.
strongly agree

agree

10. Elements are repeated.
strongly agree

agree
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ASSESSMENT 2
1. Shapes are flat.
strongly agree

agree

no opinion

-disagree-

-strongly disagree

no opinion

disagree-

-strongly disagree

no opinion

disagree-

-strongly disagree

no opinion

disagree-

-strongly disagree

no opinion

disagree-

-strongly disagree

2. Elements are repeated.
strongly agree

agree

3. Excitement is heard and seen.
strongly agree

agree

4. Patterns create rhythm.
strongly agree

agree

5. The emotion is sad.
strongly agree

agree

6. The movement is slow.
strongly agree

agree

no opinion

-disagree

strongly disagree

no opinion

disagree

strongly disagree

7. The mood is energetic.
strongly agree

agree

8. The images and sounds are festive.
strongly agree

agree

no opinion

disagree

strongly disagree

agree

no opinion

disagree

strongly disagree

agree

no opinion

disagree

strongly disagree

9. The sound is soft.
strongly agree
10. Colors are bright.
strongly agree

98

REFERENCES

Anderson, F. E. (1978). Art for All Children: A Creative Sourcebook for the Impaired
Child. Springfield, IL: Charles Thomas.
Amheim, R. (1990). Perceptual Aspects of Art for the Blind, Journal of Aesthetic
Education. 24 (3). 57^5
Barrett, T. (1997). Talking About Student Art.
Blandy, Doug. (1994). Assuming Responsibility: Disability Rights and the Preparation
of Art Educators. Studies in Art Education. 35 (3), 179-187.
Copeiand, B. (1984). Mainstreaming Art for the Handicapped Child: Resources for
Teacher Preparation. Art Education. 37 (6), 22-28.
Drosnes, K. and Scanlon, B. (1998). Festival Eyes Training Manual
D'Angiulli, A., Kermedy, J., and Heller, M. (1998). Blind children recognizing tactile
pictures respond like sighted children given guidance in exploration. Scandinavian
Journal of Psycholoitv. 39, 187-190.
DeChiara, E. & Kaplan V. (1981). Viewpoint: Mainstreaming in Art. School Arts. 80 (8V
62-63.
Emmer, Joanne. (1989). Teach Them to See; A Non-Visual Art Course. College
Teaching. 37 rn. 21-22.
"Enhance the Range of Tactile Explorations." The Museum and People with Visual
Disabilities; Report. (1998). <snow.utoronto.ca/cnib/museum/enhance.html>
(February, 23, 2000).
Geringer, G. Cassidy, J., and Byo, J. (1997). Nonmusic Major's Cognitive and Affective
Responses to Performance and Programmatic Music Videos, Journal of Research
Methods in Education. 45 (2), 221-233.
Glickstein, N. (1994). Accessible Astronomy; A Multidisciplinary Perspective for
Teaching Space Science, The Science Teacher. 61, 22-25.
Guay, Doris M. (1993). Normalization in Art with Extra Challenged Students: A
Problem Solving Framework, Art Education. 46 (1), 58-61.

99

Hadary, D. (1977). Science and Art for Visually Handicapped Children. Journal of
Visud Impairment and Blindness. 71 (5), 203-209.
Hinton, R.A.L. (1991). Use of Tactile Pictures to Communicate the Work of Visual
Artists to Blind People. Journal of Visual Impairment and Blindness. 85 (4)
174-175.
Hunt, S. (1979). An Exhibit for Touching. Journal of Visual Impairment and Blindness,
73 (9), 364-366.
Lopes, D. (1997). Art media and the Sense Modalities; Tactile Pictures. The
Philosophical Quarterly. 47 (189), 425-440.
Lowenfeld, V. (1965). The Nature of Creative Activity (rev. ed.V London; Routledge
& Kegan Paul.
Karlson, G. (1996). The Experience of Spatiality for Congenitally Blind People:
A Phenomenological -Psychological Study, Human Studies. 19, 303-330.
Kennedy, J. (1993). Drawing & the Blind. New Haven, CT; Yale University.
Kolosky, R. (1979). "Mainstreaming in Art; Equal Opportunity for All." 4oth Annual
Art Education Conference, Kutztown University, Kutztown, PA.
Mangold, S. (1982). Art Experience is Fundamental to Creative Thinking. A Teacher's
Guide to the Special Education Needs of Blind and Visually Handicapped
Children. New Yoik; American Foundation for the Blind.
Morreau, L. and Anderson, F. E. (1986). Task Analysis in Art; Building Skills and
Success for Handicapped Learners, Art Education. 39 (1), 52-54.
Murphy, N. (1997). A Multisensorv vs. Conventional Approach to Teaching Spelling.
Master's Thesis, University Microfilms No. ED405564.
Musleah, R. (1997). 'Pictures' Bring Books Alive for the Blind. The New York Times
Sunday, August 24
Nelson, J. (1993). The Sound of Music; Linking Music and Geography Skills, Southern
Social Studies Journal. 19(1), 11-19.
Nyman, A. and A. Jenkins. (1999). Issues and Approaches to Art for Students with
Special Needs. Reston, VA: NAEA.

100

Osbom, J. and Osbom, D. (1983). Cognition in Eariy Childhood. Athens, GA:
Education Associates.
Piatt, J. and Janeczko, D. (1991). Adapting Art Instruction for Students with Disabilities,
Teaching Exceptional Children. 24 fl). 10-12.
Robinson, M. and Bussell, V. (1992). Using Music to Teach U.S. History, Georgia
Social Science Journal. 23 (2), 19-23.
Rubin, J. (November 1976). The Exploration of a "Tactile Aesthetic." The New Outlook.
369-375.
Rubin, J. and Klineman, J. (1974). They Opened Our Eyes: The Story of an Exploratory
Art Program for Visually Impaired Multi-Handicapped Children, Education of
the Visually Handicapped. 6 (4), 106-113.
Sacks, S. & Silberman, R. (1998). Educating Students Who Have Visual Impairments
with Other Disabilities. Baltimore, MD; Paul H. Brookes.
Samuel, M. and Seiferth, B. (1983). An Integrated Teaching Model. Classroom Teacher
Guide, University Microfilms No. ED242574.
Steinhauser, M. (1970). Art for the Mentally Retarded Child. School Arts. 69 (7), 30-31.
Stephen, V. (1996). The Visual Arts and Oualitative Research: Diverse Emerging
Voices. Conference Paper, University Microfilms No. ED394980.
Swenson, A. (1987). Art Experiences for Young Children with Severe Visual
Impairments. Education of the Visuallv Handicapped. 19(3), 120-124.
Walker, S. (1996). Thinking Strategies for Interpreting Artworks, Studies in Art
Education. 37 (2), 80-91.
Wise, J. (1979). The Value and Use of Music in Geographic Education.
Conference Paper, University Microfilms No. EDI 86337.

